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ABSTRACT 
 
Self-efficacy is theorized to represent our ability, capability, or capacity to 
accomplish particular tasks.  One’s belief in that ability (self-efficacy belief) has been 
identified as the greatest predictor of successful performance and is influenced by four 
primary sources (enactive mastery experience, vicarious experience, verbal/social 
persuasion, physiological and affective states), in addition to personal and contextual 
influences.  However, the development of accurate self-perceptions may be particularly 
challenging for the collegiate vocalist.  In the development of singing technique—where 
self-assessment is complicated by the corporal nature of the vocal instrument—Bandura’s 
(1997) sources of self-efficacy provide a framework whereby assessment of ability and 
capability may become more tangible.  The aim of the present study, therefore, was to 
investigate how collegiate vocal students’ beliefs in their vocal performance abilities may 
be influenced by the four self-efficacy sources and personal/contextual factors.    
I distributed the Vocal Performance Self-Efficacy Survey (adapted from Zelenak, 
2011) to 46 voice majors at a private university in the western United States.  Nine 
	 viii 
interview participants, who represented diversity of performance beliefs, were 
subsequently selected from the survey participant pool.  Interview participants completed 
an initial interview based on a priori themes (four sources of self-efficacy); and a follow-
up interview, which explored contextual factors (i.e., student/teacher relationship, 
environment, cognitive self-regulation, practice habits, and gender).  In addition, 
participants documented three experiences—in a voice lesson, practice session, and 
performance—that fostered or hindered their performance belief.     
Vocal students in this study described how they progressed in self-belief by 
moving from a reliance on external assessments of ability to a reliance on self-appraisal 
as they (a) developed their technique through practice, studio learning, and performance 
(enactive mastery experience); (b) watched coping and master models (vicarious 
experience); (c) received feedback (verbal/social persuasion); (d) knew and felt 
physically when they were singing freely (physiological and affective states); and (e) 
learned to exercise agency (cognitive self-regulation).  A particularly important finding 
from this study was the common and consistent reliance singers placed on physiological 
and affective states.  Eight of nine interview participants responded that, of all the self-
efficacy sources, physiological and affective states most affected their performance 
belief.  Interview data indicate the importance of nurturing vocal students’ performance 
beliefs through utilizing the four sources of self-efficacy, fostering qualities of 
persistence and resilience, facilitating cognitive self-regulation, working toward 
productive student/teacher relationships, and creating safe learning and performance 
environments.   
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CHAPTER 1: INTRODUCTION 
 University voice students’ beliefs in their vocal performance abilities have been 
found to be markedly uneven, and influenced by a variety of performance-related factors 
(Clark, Lisboa, & Williamon, 2014).  Self-efficacy belief, which is an individual’s 
perception of ability to successfully perform given tasks (Bandura, 1997), has been 
identified as the greatest predictor of success in performance (Bandura, 1997; Ericsson, 
Krampe, & Tesch-Römer, 1993; O’Neill & Sloboda, 1997).  Furthermore, four sources of 
information primarily influence individuals’ self-efficacy beliefs:  mastery experiences 
(successful execution of the task); vicarious experiences (observation of peers and role-
models); verbal/social persuasion (feedback provided by teachers, peers, parents, and 
others); and physiological and affective states (physical or emotional conditions, e.g., 
fatigue, anxiety, excitement) (Bandura, 1997; Hendricks, 2016; Usher & Pajares, 2008).   
 Some researchers have suggested that musicians who espouse positive self-
beliefs are more likely to successfully execute performance tasks than those who do not 
(Clark et al., 2014; McPherson & McCormick, 2006; Ritchie & Williamon, 2012).  Other 
researchers have noted that self-efficacy beliefs are malleable, and the influence of the 
four sources is mediated by individual perception (Hendricks, 2009; see also Bandura, 
1997).  Researchers have attributed developmental differences in self-beliefs to a 
multiplicity of individual and contextual factors (Schunk & Usher, 2012; Usher & 
Pajares, 2008).  In music, for example, Hendricks (2014) and Hendricks, Smith, and 
Legutki (2015) attributed variations in instrumental performance self-belief to gender, 
suggesting that males may be more influenced by task-specific achievement, while 
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females might be more influenced by social support.  Oettingen and Zosuls (2006) 
attributed differences in ability perception to the cultural values held by individuals 
related to effort, capacity, accomplishment, and success.  In research, specific to 
undergraduate vocal learning, studies have shown that performance belief is affected by 
social dynamics with peers and teachers (Royo, 2014) and tangible evidence of 
performance success (Marshall, 2011).  Research has further shown that students often 
experience a decline in motivation and self-efficacy belief at transitional points in 
education (Wigfield, Eccles, MacIver, Reuman, & Midgley, 1991).  Marshall (2011) 
identified the Bachelor degree program in Vocal Performance as such a transitional point 
for the young singer.  Considering the variation in vocal performance self-beliefs of 
college students, and the theory that strong performance beliefs correlate to successful 
performance (Bandura, 1997; Clark et al., 2014; McPherson & McCormick, 2006; 
Ritchie & Williamon, 2012), a study is needed to understand more fully the potential 
influences upon those beliefs.  
Research Problem 
Self-efficacy is theorized to represent our actual ability, capability, or capacity.  
An individual’s belief in that ability plays an integral role in the execution of a given task 
(Bandura, 1997; Clark et al., 2014; Ericsson et al., 1993; McCormick & McPherson, 
2003; O’Neill & Sloboda, 1997; Zimmerman & Schunk, 2011); furthermore, those who 
espouse positive self-beliefs are more likely to be successful in performance than those 
who do not (Clark et al., 2014; Ericsson et al., 1993; McPherson & McCormick, 2006; 
Ritchie & Williamon, 2012).  Yet, the development of accurate self-perceptions may be 
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particularly challenging for the collegiate vocalist.  “The difference in the way that 
singers hear their own instruments, in addition to the unique distinction of each vocal 
mechanism, makes vocal self-assessment more challenging than self-assessment with any 
other instrument” (Frey-Monnel, 2011, p. 21).  McIver (1992) stated, 
In no studio, other than that of the voice teacher, is the instrument being built 
even as its owner is learning how to play it.  It is often difficult for the student to 
separate criticism of one’s handling of this developing instrument from criticism 
of one’s very personal self. (p. 21)   
In the development of singing technique—where self-assessment is complicated by the 
corporal nature of the vocal instrument—Bandura’s (1997) sources of self-efficacy may 
provide a framework whereby assessment of ability and capability may become more 
tangible.  If positive self-belief correlates to successful performance outcomes in a 
variety of external performance tasks (Clark et al., 2014; McPherson & McCormick, 
2006; Ritchie & Williamon, 2012), it seems plausible that self-belief would have an even 
greater impact on vocal performance, which is a physical, even an internal performance 
task involving voice, body, and mind.  Therefore, the purpose of this study was to 
examine how collegiate vocal students construct and evaluate information related to their 
vocal performance self-efficacy.    
Research Questions 
 1. How are collegiate vocal students’ beliefs in their vocal performance abilities 
influenced by each of the four self-efficacy sources (enactive mastery experience, 
vicarious experience, verbal/social persuasion, and physiological/affective states)? 
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 2. In what ways do personal and contextual factors (e.g., cognitive self-regulation, 
student/teacher relationship, environment, gender) mediate the influence of those sources 
upon vocal students’ beliefs in their performance abilities? 
Rationale  
 Empirical research on the collegiate vocalist is minimal, yet the unique qualities 
of vocal development necessitate such research.  Doscher (1994) remarked that 
conceptually, making sound with the voice is simple, yet, “in practice it is as complicated 
as any task performed by the human body” (p. 58).  The four sources of self-efficacy—
enactive mastery experience, vicarious experience, verbal/social persuasion, and 
physiological and affective states—provide a means whereby vocal students may develop 
increased technical competence, as well as a belief in that competence in order to produce 
desired outcomes (Bandura, 1997).  Although some studies have highlighted various 
influences upon vocal performance, researchers have not looked specifically at the four 
sources of self-efficacy through the lens of the collegiate classical vocalist.  Furthermore, 
no studies have explored how personal and contextual factors affect the acquisition of 
vocal self-belief through the four sources of self-efficacy.  In the sections that follow, I 
outline research that relates to each of the four sources, describe how personal and 
contextual factors may influence self-efficacy perception, and suggest ways in which an 
empirical study of collegiate vocalists might expand upon our present knowledge. 
Mastery Experience  
Mastery experience is strongest determinant of self-efficacy belief (Bandura, 
1997), and self-efficacy belief is best achieved through consistent success in a particular 
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domain (Zimmerman, 2000).  Marshall (2011) studied performance opportunities of 
undergraduate vocal performance majors and concluded that performance experience was 
correlated with vocal success.  LeFevre-Milholin (1992) suggested that students perceive 
their voice lessons as mini performances.  It can be assumed, therefore, that success or 
failure in such performances may affect self-efficacy belief.  Because successful mastery 
experiences are essential to vocal self-belief, a primary focus of the present study is to 
examine how personal and contextual factors influence the way voice students 
cognitively process their perceptions of performance achievement.   
Vicarious Experience  
Vicarious experience is another means of shaping self-efficacy beliefs.  Vocal 
modeling from teachers and peers can potentially affect efficacy beliefs, but modeling 
may be most beneficial when the model is of the same age, ability and gender 
(Zimmerman, 2000; Hirschorn, 2011).  Vicarious experience for the vocalist may, 
therefore, be difficult when a voice teacher or peer model is of a different 
gender.  Furthermore, vicarious experience from peers may not be effective when voice 
types are dissimilar.  The influence of vicarious experience within music learning has 
been shown to be inconsistent.  For example, in a study on vocal improvisation with 
adolescents, interactive vicarious experiences (where singers echoed peer-improvised 
patterns) were significant influencers of musical self-belief (Hirschorn, 2011).  First-year 
collegiate music students in the Nielsen (2004) study, however, reported that they did not 
use fellow students to facilitate the learning of their instruments or the developing of their 
voices.  Because collegiate vocalists spend a great amount of time in isolated individual 
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practice, a better understanding of the influence of vicarious experience on vocal 
performance belief may inspire vocal teachers and student singers to expand 
opportunities for peer and shared faculty mentoring/modeling.    
Verbal/Social Persuasion  
In any kind of learning, the learner must understand the task and receive feedback 
as guidance (Ericsson, Krampe, & Tesch-Römer, 1993).  Lavasseur (1994) stated, “There 
is no short-cut for strong verbal expression of concepts that will lead to clarity of thought, 
technical stability, and independence.”  Yet, because the voice is an invisible instrument, 
affective language, metaphor, and imagery are used much more frequently in the teaching 
and learning of voice than in instrumental instruction (Blades-Zeller, 2003; Burwell, 
2006).  In addition to verbal feedback, Royo (2014) highlighted that nonverbal feedback 
may positively or negatively affect vocal self-belief.  All four participants in the Royo 
study were aware of the body language exhibited by their applied instructors and other 
voice faculty during vocal juries.  Where the non-verbal feedback was perceived as a 
negative judgment of ability, students reported a decrease in self-belief.  In the present 
study, I hope to discover how vocal students interpret feedback from teachers, peers, and 
significant others, and how their processing of this information affects vocal self-belief. 
Physiological and Affective States  
Because physical and emotional nuances are reflected in the voice, physiological 
and affective states significantly impact vocal learning and performance.  While singing, 
it is difficult to hide when something related to the body or mind does not feel quite 
right.  Feelings such as fatigue, tension, self-doubt, insecurity, or anxiety can be 
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debilitating to the vocalist.  Welch and Sundberg (2002) stated: 
Emotion and mood are central characteristics of voice production and reception.  
This is because of the integrated networking of the body's nervous, endocrine, and 
immune systems.  Whether we are feeling elated, relaxed, stressed, or threatened, 
each inner state is likely to be reflected in voice behaviour and to be 
communicated to others and to ourselves. (p. 265) 
An examination of the influence of physiological and affective states on the collegiate 
vocalist is essential because, for the vocalist, the voice is perceived as indistinguishable 
from self.  I desire to understand how somatic and emotional indicators affect vocal 
learning and performance belief. 
Personal and Contextual Factors  
Self-efficacy beliefs do not evolve universally; rather, belief is affected by many 
personal and contextual factors (Hendricks, 2014; Hendricks, Smith, & Legutki, 2015; 
Oettingen & Zosuls, 2006; Schunk & Usher, 2012; Usher & Pajares, 2008).  Female 
musicians, for example, perceive themselves less efficacious in their practicing than do 
male musicians (Nielsen, 2004).  As has been found in research related to a competitive 
orchestral environment (Hendricks, 2014; Hendricks, Smith, & Legutki, 2015), and the 
reading and math competence beliefs of upper-elementary and middle school students 
(Butz & Usher, 2015), female students may require more verbal persuasion and mastery 
experiences than do males in order to move toward positive belief in ability.  
Racialization of vocal timbre (Eidsheim, 2008), or the prescribed development of a 
particular vocal sound indicative of race, is another example of how a personal factor, in 
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the context of vocal learning, may impact vocal development and subsequent self-belief.  
Of significant importance in examining how vocal performance belief is fostered, 
therefore, is an examination of the mental, physical, contextual and personal factors that 
influence how students process self-belief.  Bandura (1997) stated, “Knowing how 
various factors affect the cognitive processing of performance information clarifies the 
conditions under which people get the most out of their mastery (or other source) 
experiences” (p. 81).  The present study, therefore, expands the work of Bandura by 
examining how specific factors (e.g., student/teacher relationship, environment, gender) 
interact with the four sources as individuals interpret information related to vocal ability. 
Conclusion 
 There is a need to investigate collegiate vocalists’ performance beliefs in that a 
better understanding of the development of vocal self-beliefs may potentially affect 
students’ persistence, self-regulation, decision-making, and performance achievement 
(Bandura, 1997; Pajares & Urdan, 2006; Zimmerman, 2000).  By educating voice 
students about the influence they have over the four sources of self-efficacy, students 
may be empowered to develop cognitive tools that will guide them through decision-
making processes throughout their lives (Hendricks, 2009).  By investigating how 
experiences are mediated by individual interpretation, I intend for this study to create new 
understandings that might work to inform students and teachers about how they can learn 
to shape and filter experiences that affect vocal performance beliefs.  Expanding upon 
what we know about the variability and adaptability of self-belief (Bandura, 1997, 
Hendricks, 2009), by conducting new research with vocal students may influence 
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teachers to explore pedagogical practices that are individually tailored and that 
simultaneously build vocal skill and performance belief.  By examining student self-
belief through the four sources of self-efficacy, I hope to expand upon previous research 
and to: (a) demonstrate how students learn to shape and filter musical self-beliefs 
(Hendricks, 2009); (b) show students and teachers how they can exercise agency over 
self-beliefs (Bandura, 1997); and (c) help teachers and students better understand the 
mechanisms of self-efficacy development (Bandura, 1997).  As teachers learn about the 
mechanisms related to self-efficacy development, they may be better able to affect 
students’ perceptions of performance capability.  Furthermore, voice students may be 
empowered as they learn to recognize the potential control they might have over their 
circumstances and performance beliefs, behaviors, and abilities (Bandura, 1997).   
 Based upon what we know about the four sources of self-efficacy from existing 
research, we can surmise that positive perceptions of ability, molded and fostered through 
the four sources of self-efficacy, would be essential to successful vocal performance.  If 
self-efficacy belief is the greatest predictor of success in performance (Bandura, 1997; 
Ericsson, Krampe, & Tesch-Römer, 1993; O’Neill & Sloboda, 1997), then it is needful to 
examine the self-belief of collegiate vocalists. 
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CHAPTER 2: LITERATURE REVIEW 
 Perceived self-efficacy is a belief in one’s ability to “organize and execute the 
courses of action required to produce given attainments” (Bandura, 1997, p. 3).  People 
who have a strong belief in their ability to be successful are more likely to persevere in 
difficult situations, engage in complex cognitive processes, and utilize independent 
learning strategies (Bandura, 1997; McPherson & McCormick, 1999; Miller, 2011).  
Because expert vocal performance requires the coordinated functioning of many 
physiological and psychological elements, an understanding of the influence of the 
sources of self-efficacy belief in vocal development and performance is paramount.  In 
the following review of literature, I explain the four types of information that influence 
self-efficacy perception, explore literature related to the four sources of self-efficacy, and 
describe additional influences that affect the development of self-efficacy belief. 
The Sources of Self-Efficacy 
 The four sources of self-efficacy provide essential information for judging 
whether successful execution of a given task is possible.  Although individuals may 
develop the skills necessary to perform a task, if they do not develop the belief they can 
perform the task successfully, their negative self-perceptions may adversely affect 
performance.  Conversely, high ability belief in individuals is an indicator that they will 
persist despite rejection, obstacles, or challenges in achieving a particular goal (Bandura, 
1997).  
Enactive Mastery Experience 
Enactive mastery experience is the most powerful influencer of self-efficacy 
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belief because it provides “authentic evidence” (Bandura, 1997, p. 80) related to one’s 
ability to be successful.  Hirschorn (2011) explained:  
Self-efficacy in a given domain is greatly enhanced by cognitive reflection upon 
the causes of that performance.  If individuals believe that they can identify the 
causes for success or failure, they are able to make the necessary changes or self-
adjustments in their learning methods. (p. 15)   
Hendricks (2009) found a significant increase in performance perception among high-
school students who participated in a three-day state orchestra festival.  Qualitative data 
analysis showed enactive mastery as the primary source for increased self-efficacy beliefs 
as students became more familiar with the music, the conductor, and the performance 
context.  In the development of vocal performance belief, mastery experience may 
encompass the inter-relationship of studio learning, private practice, masterclass, and 
public performance—all events being mediated by a student’s perception of whether the 
experiences represent personal success or failure.  For example, Marshall (2011) 
investigated the relationship between vocal performance majors’ success (as defined by 
the National Association of Schools of Music) and the amount of performing 
opportunities they had during undergraduate study.  Results showed that participating in 
variety of performing experiences during undergraduate study had a significant influence 
on singers’ performance confidence. 
Studio learning and practice.  Performance perception may be influenced 
through mastery experiences during private lessons and practice, yet, it is imperative that 
voice teachers communicate the link between lesson content, practice, and successful 
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performance (Ali, 2010).  Although the traditional view of expert performance is that 
individuals are endowed with innate talent and above-natural ability, Ericsson and 
Charness (1994) argued that expert performance is cultivated over time through 
deliberate practice.  Investigating the practice routines of four high-school string players 
exhibiting high music self-efficacy belief, Clark (2013) found that they all worked 
meticulously and methodically during practice.  All four string players utilized specific 
practice strategies to improve their playing (e.g., repetition of difficult passages, 
alternating rhythms, slowing tempo, separation of slurred passages, matching open 
strings for intonation).  In addition to developing the capability to practice deliberately, 
the order and purpose of assigned repertoire may also influence performance perception.  
Hendricks (2016) asserted that musicians develop mastery over time as they are given 
materials of increasing difficulty and as they set short-term goals with long-term goals in 
mind.  Mastery experiences are most impactful when larger tasks are broken into smaller, 
manageable tasks (Bandura, 1997).  Examining the math and reading confidence of upper 
elementary and middle school students, Butz and Usher (2015) found that small 
accomplishments, including meeting a challenging goal, fostered participants’ academic 
self-efficacy belief.  Ericsson, Krampe, and Tesch-Römer (1993) stated that, in music 
learning, it is essential for the design of a performance task to be structured in accordance 
to the preexisting knowledge of the learner so the task can be correctly understood after a 
brief period of instruction.  As the learner repeatedly performs the task, or similar tasks, 
the task is eventually mastered.  The attainment of expert performance thus requires 
deliberate practice and subsequent mastery of all relevant knowledge and skills.   
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Because the majority of time spent on mastery of vocal skill occurs in isolation in 
a practice room, Frey-Monell (2011) suggested that voice teachers provide students with 
guidelines to self-assess.  Students who are empowered to self-assess are able to learn 
self-regulatory skills, self-judgment, and the ability to self-correct (Frey-Monell, 2011).  
Through an accretive learning process, vocal ability and belief in performance capability 
may increase.  Subsequently, self-efficacy beliefs predict ability, which predicts 
persistence; self-efficacy beliefs predict persistence, which predicts ability; and, 
persistence predicts ability, which predicts self-efficacy (Bandura, 1997).  
Performance.  Positive performance experiences have been found to help music 
majors feel confident in their progress, performance capability, and potential (Davis & 
Pulman, 2001; Marshall, 2011).  Marshall (2011) asserted that “performance 
opportunities play a vital role in how the young singer perceives himself or herself” (p. 
2).  Successful performance generally raises self-efficacy belief and small performance 
successes enable individuals to go beyond what they have previously accomplished.  
Performance accomplishments may affect self-belief according to the magnitude of the 
accomplishment (Hendricks, 2016).   
Bandura (1997) suggested that the extent to which performance alters peoples' 
self-efficacy beliefs depends on a myriad of factors including:                               
(a) their preconceptions of their capabilities, (b) the perceived difficulty of the 
tasks, (c) the amount of effort they expend, (d) the amount of external aid they 
receive, (e) the circumstances under which they perform, (f) the temporal pattern 
of their successes and failures, and (g) the way these enactive experiences are 
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cognitively organized and reconstructed in memory. (p. 81)                                                                                                                                    
Success and failure.  It is important to note that it is not performance itself that 
has been found to influence self-efficacy belief, but rather, the cognitive processing of the 
performance event.  In a study examining withdrawal rates of undergraduate music 
education majors (N = 1103), enrolled at a particular university over a 15-year period, 
Gavin (2010) found that only fifty percent of admitted music education majors completed 
the degree within five years of starting.  In interviews with recently withdrawn music 
education students (n = 14), some participants cited erosion of confidence and not 
enjoying collegiate performing experiences as the causes for withdrawal.  The 
aforementioned findings are interesting, particularly because all of the participants who 
were interviewed reported enjoying music performance prior to college.  What accounted 
for the difference in participants’ performance perception prior to college and during 
college?  According to Bandura (1997), the frequency of success or failure, in addition to 
the contexts within which performances occur, can affect the mental processing of the 
performance event.   
People choose how to relive and remember past success and failure (Bandura, 
1997) yet, teachers can help students exercise control over their experiences by 
emphasizing positive experiences and limiting the influence of negative experiences 
(Hendricks, 2016).  Although failure is generally perceived negatively, failure can be 
beneficial to learning.  Failure offers “direct, experiential feedback to learners in the form 
of ‘reality shock,’ which reduces ambiguity regarding one’s capabilities across a broad 
range of performance demands” (Hardy III, 2014, p. 157).  Students who understand that 
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failure is an integral part of the learning process, and who utilize the experience of failure 
to bolster future growth may not experience a decrease in self-belief as a result.  Bandura 
(1997) stated that complex performance "involves acquiring the cognitive, behavioral, 
and self-regulatory tools for creating and executing effective courses of action to manage 
ever-changing life circumstances" (p. 80).  Thus, central to developing performance self-
efficacy is becoming master of self—in developing the ability to be resilient despite 
setbacks.   
Vicarious Experience  
Although vicarious experience has generally not been found to be as strong a 
source as mastery experience, in some cases, information from vicarious experience can 
override experience.  For example, if a model demonstrates optimism and persistence, the 
observer may be influenced to adopt the same attitudes despite previous experience 
(Hendricks, 2016).  Bandura (1997) taught that much learning is acquired through an 
informal process called observational learning (p. 93).  When there is a model to imitate, 
a given behavior may be encoded.  Individuals are then able to develop new behaviors 
and may combine behaviors to develop more complex behaviors.  When behavior is 
rewarded or reinforced, people will likely continue the behavior.  As individuals engage 
in observational learning, attention and retention determine whether the behavior is 
acquired (Bandura, 1997, p. 89).  
 One way that vicarious experience can influence self-assessment is through 
affective states, or emotional conditions (as described further below).  Watching others 
may cause depression, excitement, or motivation, which subsequently triggers affective 
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responses. Appraisal of ability may be affected by the attributes of those with whom one 
compares oneself.  The accomplishments of others, who are perceived to be similar to 
self, can be "diagnostic of one's own capabilities" (Bandura, 1997, p. 87).  The more 
similar a person is to the model, the more persuasive the successes and failures of the 
model.  Thus, seeing the failure of others boosts or hinders self-belief depending on how 
one’s skills compare to the person modeling the behavior.  Individuals with high 
performance belief benefit from watching others perform successfully (master modeling), 
while those with low perceptions of personal ability benefit from observing others 
overcome difficulty (coping modeling) (Bandura, 1997).  Social comparison in 
competitive environments, however, has been shown to be damaging to performance 
belief when individuals perceive their ability as lesser than others (Clark, Lisboa, & 
Williamon, 2014; Gavin, 2010; Hendricks, 2009; Hoffman, 2012).  
 Master modeling.  Students with high self-efficacy belief may benefit from 
observing others’ successful performances.  Zhou (2014) found that among 
undergraduate college students, imitating role models had a positive effect on learning.  
Yet, modeling has been shown to be most beneficial when the model is of the same age, 
ability, and gender (Hirschorn, 2011; Zimmerman, 2000).  In an investigation of the 
teaching practices of four master vocal teachers (Clemmons, 2007), one teacher, St. John, 
encouraged his students to observe other students’ voice lessons.  Visiting students were 
included in the instruction and were asked to share their opinions on technique, or other 
related vocal issues.  Nearly every student in St. John’s studio reported that observing 
lessons was the most impactful aspect of their learning.  
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 Coping modeling.  Individuals who demonstrate low self-efficacy belief are 
positively influenced by observing models overcome difficulty (Bandura, 1997).  In a 
study of high-risk middle school girls, Mann, Smith, and Kristjanson (2015) highlighted 
the importance of vicarious experience through observation of positive coping models.  
Each participant was assigned a big sister for the duration of the REAL Girls intervention 
program. “Big sisters shared their own stories of struggle and trauma and emphasized 
how they overcame the difficulties they faced as middle school students” (Mann, Smith, 
& Kristjanson, 2015, p. 122).  As the participants learned vicariously through modeled 
behavior, engaged in meaningful dialogue, and felt a sense of belonging, their academic 
self-efficacy increased.  Rosenthal (1984) examined the performance impact of four 
different modeling conditions on 44 instrumentalists’ performances of “Etude No. 22” by 
C. Kopprasch.  Each participant was randomly assigned to the following modeling 
scenarios: (a) guided model (verbal explanation and aural example), (b) model only 
(aural example), (c) guide only (verbal explanation), and (d) practice only.  Interestingly, 
the participants assigned to the “model only” condition scored the highest on the 
performance post-test, suggesting the positive influence modeling may have on 
performance.   
Bandura (1997) delineated that coping modeling is beneficial for the following 
reasons:   
(a) low self-efficacy individuals relate more to coping models than to master 
models, (b) observers may overcome failure and other setbacks as coping models 
demonstrate persistence, (c) coping models highlight that failure is due to 
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insufficient effort rather than lack of ability, (d) coping models present strategies 
for managing setbacks, (e) coping modeling promotes a decrease in stress related 
to difficulty, and (f) coping models voice their self-efficacy beliefs. (pp. 99-100)  
As was outlined by Bandura (1997) and shown by the Mann, Smith, and Kristjanson 
(2015) study, coping modeling may foster belief when the model provides 
encouragement, hope, and an example of challenges overcome.   
 Competition.  Vicarious experience must always be utilized with care 
(Hendricks, 2016) due to potential negative outcomes that arise from feeling less 
competent than another person.   Competition, contests, chair-rankings, and auditions are 
an integral part of music study, but research has shown that, for many students, 
participation in competitive events can hurt performance and confidence (Hendricks, 
2009; Hoffman, 2012).  When Gavin (2010) investigated the underlying causes for 
student withdrawal from an undergraduate music education degree program, several 
participants mentioned they had chosen to apply to the college due to the quality of the 
program, but that the competitive environment had contributed to their choice to 
withdraw.  Clark, Lisboa, and Williamon (2014) found that students exhibiting less 
successful performance iterated a need to prove themselves and deliver a technically 
perfect performance.  Outperforming associates may increase self-belief, yet watching 
others outperform may decrease self-belief.  Vicarious experiences should thus be used 
with caution because improper use of modeling can have negative results.  It may be 
necessary for teachers to understand each individual student’s self-efficacy belief prior to 
incorporating vicarious experiences into learning (see Hendricks, 2016). 
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Verbal/Social Persuasion  
In constructing self-efficacy belief, people depend on feedback from parents, 
teachers, and peers.  Verbal and social persuasions are the appraisals, judgments, 
encouragement, and discouragement received from others about task-based ability and 
performance.  McGrath, Hendricks, and Smith (2016) stated, “The people with whom we 
choose to associate, both in music and in life, can have a deep impact on how we feel 
about ourselves and how we perform” (p. 27).  Bandura (1997) remarked that people trust 
the communicated evaluations of another when the person evaluating: (a) is skilled at the 
task; (b) is able to objectively measure performance capability, and (c) has experience 
observing many people perform the activity and their later accomplishment (p. 105).   
 Feedback.  Feedback related to ability is very important, particularly in the early 
stages of skill development.  Ericsson, Krampe, & Tesch-Römer (1993) stressed the 
importance of “immediate informative feedback” (p. 367) in the development of expert 
musical skill.  Clear expectations and high standards may contribute to rapport and a 
student’s feeling of success (Clemmons, 2007; Duke & Henniger, 2002).  Conversely, 
ambiguity related to expectations and evaluations has been shown to contribute to a 
negative self-efficacy effect (Hardy III, 2014; Schmidt & DeShon, 2010).   
In performance endeavors, individuals may strive for a particular level of 
performance, yet social evaluations of performance capability may skew how a person 
perceives one’s own performance.  Feedback can hinder or foster one’s sense of efficacy 
depending on whether the feedback is perceived by the individual as a performance gain 
or shortfall.  Bandura (1997) stated, “Feedback framed as gains is likely to support self-
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efficacy development, whereas informative feedback that is objectively equivalent but 
framed in terms of shortfalls is apt to diminish a sense of personal efficacy by 
highlighting one’s deficiencies” (p. 103).  
Encouragement.  The importance of encouragement in the vocal studio cannot be 
understated.  According to research by Fryling (2015), singers who were persuaded 
verbally that they had the ability to improve their singing technique were more likely to 
persist despite feelings of self-doubt.  It is, therefore, easier to sustain self-efficacy belief 
if significant others express faith rather than doubt in one's abilities.  An affirmative and 
supportive teaching style may help students become enthusiastic about learning 
(Clemmons, 2007), and music students’ desires to continue music study may be largely 
influenced by the teacher (Hoffman, 2012).   
With encouragement from teachers, music students can develop a greater interest 
in music, achieve higher performance, and may be more likely to continue musical 
learning (Draves, 2008).  Asmus (1986) suggested that students are more likely to persist 
in music study when teachers communicate messages related to effort, rather than ability.  
In a study by Butz and Usher (2015) investigating the math and reading confidence of 
upper elementary and middle school students, several participants identified a single 
comment from their teachers that had lasting effects on self-efficacy perception.  Helmke 
(1995) examined the relationship of achievement and self-concept in elementary age-
children.  The study involved participants (N = 697) from 54 German elementary school 
classes, grades two to four.  Results showed two distinct determinants of students’ self-
concept of ability: (a) competence (speed and quality of performance), and (b) evaluation 
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by significant others (teachers).  Helmke also found that a student’s prior self-concept 
was not a significant predictor of future achievement.  Both the Butz and Usher (2015) 
study and the Helmke (1995) study highlight that communication from teachers may 
affect students’ performance and belief in ability.  
 Although praise and encouragement are generally associated with fostering 
efficacy belief, researchers have shown that positive reinforcement must be used with 
care (Dweck, 2007; Kohn, 2001).  In social learning settings, for example, praise to one 
student may convey unwanted meanings to the rest of the class (Maehr, Pintrich & 
Linnenbrink, 2002).  Furthermore, an over-reliance on teacher assessments can hinder a 
student's ability to become independent and self-assess (Daniel, 2001; Davis & Pulman, 
2001).  Despite varying perspectives on the uses of verbal persuasion, judgments from 
significant others have been shown to build ability belief when feedback is immediate, 
clear, and constructive (Ericsson, Krampe, & Tesch-Römer, 1993; Lavasseur, 1994).  
Hendricks (2018) stated, “Compliments need to be authentic and useful to the student.  
Merging compliments and instructions together can be the best use of teaching time” (p. 
44).   
 Negative messages.  Disparaging criticism has been shown to affect self-set goals 
and one’s feelings of self-efficacy (Baron, 1988).  Although at times it is essential to 
provide negative feedback, the manner in which the message is conveyed and received 
determines the effect on self-efficacy belief.  Baron suggested that negative feedback 
should be specific, delivered in a timely manner, and be offered with consideration of the 
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recipient’s feelings.  When feedback is constructive, Baron argued, the negative 
outcomes shown to be present in destructive criticism are absent. 
Social evaluations related to ability are often communicated subtly to those who 
are seen as less talented, or possessing less potential than others.  For example, those who 
are considered of low aptitude may be “assigned unchallenging tasks, praised excessively 
for mediocre performance and treated indifferently for faulty performance, repeatedly 
offered unsolicited help, or given less recognition than others when they perform well” 
(Bandura, 1997, p. 102).  Individuals who are treated in this manner grow adept at seeing 
through the faux curtain of courtesy and can sense others’ genuine feelings.  In a study 
focused on the experiences of pre-service music education students, participants reported 
feeling marginalized in comparison to their performance major peers (Conway, Eros, 
Pellegrino, & West, 2010).  Student perceptions of teachers’ attitudes were shown to 
negatively impact student self-belief related to their performer/teacher identity.  This 
study highlights that, although not articulated in words, teachers’ attitudes may influence 
students’ perceptions of ability.   
Physiological and Affective States  
Physiological and affective indicators provide personal efficacy information and 
are particularly important in activities involving physically complicated or emotionally 
demanding accomplishments.  Bandura (1997) stated, “Performance of complex activities 
requiring intricate organization and precise execution are more vulnerable to impairment 
by interfering processes that accompany high emotional activation" (pp. 108-109).  In 
terms related to vocal performance, then, whether a singer views arousal as enhancing or 
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impairing performance is an important factor in processing performance efficacy 
information.  Furthermore, because people may be affected more by internal thought 
patterns than what occurs externally (Ellis, 1997), personal interpretations of physical and 
emotional states may determine whether the indicators facilitate or inhibit performance.  
In general, moderate arousal helps performance, and high levels of arousal interfere with 
performance (Bandura, 1997).  
Interpretation and response.  Bandura (1997) asserted that physiological states 
are particularly influential in physical tasks.  Yet, it is not the presence of physical and/or 
emotional indicators that influences performance quality and self-belief, but rather, an 
individual’s perceptions and responses to such indicators.  A heightened physical state, 
for example, may be interpreted as the level of vulnerability to failure, or may be 
understood as a requisite preparatory condition to engaged performance.  According to 
Bandura, knowledge related to physiological and affective states is acquired through 
social labeling and experienced events, therefore, teachers can influence how students 
respond to such indicators.   
Inhibiting states.  Anxiety, stress, and related physical and affective conditions 
may inhibit performance belief.  In the competitive orchestra festival investigated by 
Hendricks (2009), anxiety was a common theme.  Students expressed feelings of 
nervousness as they considered adjudicator evaluation, social comparison, and externally 
imposed expectations. Tobacyk, Downs, and Sarason (1986) found that students who 
believed that faculty feedback from music juries would affect their sense of ability 
reported higher levels of anxiety as juries approached.  The perceived degree of threat 
 	
24 
was correlated with the level of experienced anxiety.  Conversely, students who were 
able to separate their sense of ability from jury outcomes reported less anxiety.  In Clark, 
Lisboa, and Williamon’s (2014) investigation of musicians’ thoughts during 
performance, musicians who assessed their performances as less successful reported 
inhibiting states including inadequate preparation, negative mental states, frustration, 
negative self-talk, lack of focus, and lack of enjoyment.  
Performance anxiety.  Music performance anxiety has been shown to be a 
particularly prevalent ailment of undergraduate musicians.  Patston (2014) and Robson 
and Kenny (2017) remarked that the high levels of anxiety and depression among 
undergraduate musicians should be of great concern to music educators.  Although 
feeling pre-performance jitters is a universal experience known to nearly every 
performer, performance anxiety extends beyond a momentary influx of adrenaline and 
can become debilitating.  According to Patston (2014), the body’s fight or flight response 
to performance anxiety may include a rapid heart rate, rush of adrenalin, perspiration, 
increased blood pressure, constricted arteries and blood vessels, and shortness of breath.   
Lahrer (1987) described performance anxiety as a complex phenomenon 
involving somatic, behavioral, and cognitive modalities, yet cognitive behavioral 
psychologists posit that these symptoms of performance anxiety are influenced by “a 
person’s recurring thought patterns and the general attitudes they assume” (McGrath, 
Hendricks & Smith, 2016, p. 18).  For example, Rack (1995) found that collegiate music 
majors who demonstrated high anxiety reported a need for acceptance and respect.  In 
addition, low self-efficacy perception, catastrophizing, fear of making mistakes, negative 
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thoughts, perfectionism, and fear of negative evaluations have all been found to be 
cognitive triggers of performance anxiety (Patston, 2014).  Thus, instigators of 
performance anxiety are primarily internal.  Supporting the idea that negative internal 
factors are more damaging to performing confidence than negative external factors, Rojas 
and Springer (2014), asked graduate students to maintain their practice schedules under 
hypothetical adverse conditions.  Results showed that the participants were much more 
confident in maintaining their practice schedules when the adverse conditions were 
external.  
Performance anxiety is manifest to varying degrees according to gender, 
experience, and aspiration.  For example, females have demonstrated higher levels of 
performance anxiety than males (Kenny, Davis, & Oates, 2004; LeBlanc, Jin, Obert & 
Siivola, 1997; Patston, & Osborne, 2016).  Next, experience has been shown to both fuel 
and abate performance anxiety.  In a study involving children in grades 5 through 12 (N = 
526), Patston and Osborne (2016) discovered that music performance anxiety and 
perfectionism increased with years of experience.  Yet, in a comparative investigation of 
performance anxiety in professional orchestra members (n = 65), college-age music 
students (n = 40), and amateur orchestra members (n = 40), Steptoe and Fidler (1987) 
found that the more performance experience the participants acquired, the less likely 
performance anxiety was an inhibiting performance factor.  Data showed that 
performance anxiety was highest in the music students and lowest in the professional 
musicians, with student musicians’ average age and years of performing experience being 
approximately half that of the professional musicians.  The two aforementioned studies 
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highlight that experience does not necessarily diminish performance anxiety, but may 
actually increase individuals’ performance anxiety until they develop strong beliefs in 
their performance abilities.  Furthermore, high aspiration without performance belief may 
produce performance anxiety because failure may cause distress and a threatened sense of 
self-esteem (McGregor, Elliot, & Pressley, 2002).   
Performance context is an additional factor that affects how and whether 
performance anxiety is manifest.  A study examining high-school band musicians (N = 
27) in different performance settings revealed that: (a) the presence of an audience 
generated higher degrees of performance anxiety; and (b) high stakes performances (e.g., 
auditions, competitions, juries) produced the highest performance anxiety levels 
(LeBlanc, Jin, Obert & Siivola, 1997).  Additional studies on performance anxiety 
suggest that solo performances correlated to higher levels of anxiety than ensemble 
performances (Rife, Lapidus, & Shnek, 2000; Robson & Kenny, 2017), and repeated 
performances for smaller audiences helped performance anxiety and performance 
confidence (Kendrick, 1979).  
Teachers may exacerbate students’ music performance anxiety (Patston, 2014; 
Robson & Kenny, 2017) or guide students in recognizing and overcoming the potentially 
limiting consequences of anxiety (Hendricks, 2016; McPherson & Zimmermon, 2002).  
Fostering optimism and self-efficacy belief may reduce performance anxiety (Orejudo, 
Zarza-Alzugaray, Casanova, Rodriguez-Ledo, & Mazas, 2017).  Hendricks (2016) 
asserted that music teachers can teach strategies for "self-regulation, self-evaluation, time 
management, and other domain-specific approaches" (p. 35; see also McPherson & 
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Zimmerman, 2002; Miksza, 2015).  Rife, Lapidus, and Shnek (2000) stated that one such 
strategy for managing thoughts during performance is cognitive flexibility.  Cognitive 
flexibility is the ability to “screen out irrelevant information, and to attend and process 
information in unrehearsed ways” (Rife, Lapidus, & Shnek, 2000, p. 162).  Cognitive 
flexibility allows musicians to selectively focus on the various demands associated with 
live performance (Rife, Lapidus, & Shnek, 2000).  For example, the pianists in the 
Kendrick (1979) study who substituted positive thoughts for negative thoughts showed 
the highest increase self-efficacy belief. 
Perfectionism.  There is a growing body of literature indicating high levels of 
perfectionism and music performance anxiety in undergraduate and professional 
musicians (Patston & Osborne, 2016).  Furthermore, perfectionism plays a significant 
role in the development of music performance anxiety (Patston, 2014).  Although 
perfectionist tendencies are associated with many positive outcomes (such as high levels 
of motivation, high achievement, attention to detail, and technical proficiency), there are 
also negative outcomes such as depression, anxiety, and an excessive focus on pleasing 
others (McGrath, Hendricks, & Smith, 2016).  Patston (2014) remarked that 
perfectionism may be applied to rehearsal, performance, or technique, and that music 
teachers may trigger the development of such attitudes in their students.  In an 
investigation of young pianists, participants reported the greatest trigger of anxiety was 
making a mistake (Ryan, 1998).  In addition, the pressure to execute perfect performance 
was correlated with higher heart rates in the recital context as compared to the private 
lesson.  McGrath, Hendricks, and Smith (2016) stated, “Perfectionism occupies a unique 
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niche in the classical music world, as both job competition and recording technology 
have dually contributed to the fantastical illusion that even the slightest error indicates 
technical incompetence” (p. 22).  Many classical musicians, therefore, grow to think that 
if a performance is not technically perfect, they have failed.  
In order to overcome the prevalent culture of perfectionism, it is essential to 
understand how perfectionism germinates.  There are three classifications of 
perfectionism: socially prescribed, self-oriented, and other-oriented (McGrath, 
Hendricks, & Smith, 2016; see Flett, Hewitt, Blankstein, & O’Brien, 1991).  Socially-
prescribed perfectionism is occasioned by unrealistically high expectations from 
significant others.  Socially-prescribed perfectionism is tied to individuals feeling that 
failure will produce tremendously negative, even catastrophic results.  Individuals 
affected by socially-prescribed perfectionism worry about letting others down and fear 
displeasing others.  Self-oriented perfectionism arises from unrealistic self-imposed 
standards.  Those exhibiting self-oriented perfectionism are unable to compromise on 
self-imposed standards even when there is good reason to do so.  Other-oriented 
perfectionism categorizes the lofty, unrealistic standards projected on others.  Although 
molding expert vocal skill involves excessive attention to detail over many years, the 
expectation that one’s hard work will produce perfect performance is unrealistic and may 
be damaging to musical development.   
Facilitative states.  Positive perceptions of physiological and affective states 
have been shown to relate positively with self-efficacy belief and the desire to participate 
in music.  In a study investigating student and professional classical musicians (N = 29) 
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and the relationship between their thoughts during performance and performance ability, 
Clark, Lisboa, and Williamon (2014) noticed particular trends related to physiological 
and affective states.  They found that self-perceived successful performances occurred 
when performers felt prepared and experienced positive thoughts in a state of flow (see 
Csikszentmihalyi, 1990).  Because physiological and affective indicators elicit particular 
self-judgments, which in turn, affect performance, Clark, Lisboa, and Williamon (2014) 
recommended that musicians become aware of personal responses to performance 
situations.  In addition, they encouraged musicians to understand the feelings and 
sensations that accompany successful performance, and develop the ability to utilize 
strategies to achieve optimal physical and emotional states for performance.  
Teachers may assist music students in experiencing positive physical and somatic 
indicators by creating learning environments conducive to facilitative states.  In a study 
investigating the psychological benefits of music programs in mainstream schools, for 
example, Crooke and McFerran (2014) described teaching practices that foster facilitative 
states.  Teachers in programs that promoted facilitative states taught democratically and 
presented music as a means of expression and fun, rather than a skilled activity.  In such 
learning environments, individual engagement was paramount and students were 
regarded as unique individuals.  Furthermore, in the psychologically positive classrooms, 
activities centered on particular goals, creativity, and freedom of expression.  The link 
between positive affective indicators and music participation was further highlighted by 
Asmus and Harrison (1990) who investigated non-music majors enrolled in music 
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appreciation.  Data showed that the primary motivator for participation in music was 
affect associated with music. 
Personal and Contextual Factors 
Self-efficacy belief evolves differently for each person.  In addition to the four 
sources of self-efficacy, numerous other factors influence how people perceive their 
ability (Hendricks, 2014; Hendricks, Smith, & Legutki, 2015; Oettingen & Zosuls, 2006; 
Schunk & Usher, 2012; Usher & Pajares, 2008).  According to Bandura’s (1997) 
principle of triadic reciprocal causation, three determinants—personal (cognitive, 
affective, and biological events), behavioral, and environmental—exert interactional 
influence upon each other.  Such determinants, therefore, must always be considered 
when examining self-efficacy development.    
Cognitive Self-Regulation 
 Human behavior is not solely determined by external factors, but also by 
individual choices.  Bandura (1997) defined freedom as “the exercise of self-influence to 
bring about desired results” (p. 7).  Also known as agentic causation, this exercise of self-
influence is made possible through cognitive self-regulation.  Given the same 
environmental conditions, people with the ability to regulate their own motivation and 
behavior through multiple means have greater freedom to act than those who have limited 
behavioral and motivation options.  Bandura asserted that reflective thought is key to 
making choices guided by self-influence.  Self-influence not only affects choices, but also 
how those choices are executed.  People contribute to their desired attainments by using 
“cognitive guides and self-incentives” (Bandura, 1997, p. 8) and constructing 
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environments to suit their purposes.  Bandura remarked, “The greater [one’s] foresight, 
proficiency and means of self-influence, all of which are acquirable skills, the more 
successful they are in achieving what they seek” (p. 8).  People, therefore, can manage 
their self-beliefs in a manner that “affects persistence, self-regulation, and task-based 
achievement” (Hendricks, 2016, p. 32).   
Student-Teacher Relationship 
Rapport in the applied vocal studio is often teacher driven.  The teacher typically 
initiates the level and standard and the student responds.  "As the teacher believes in the 
student, the student believes in him or herself, building self-confidence” (Clemmons, 
2007, p. 284).  In Clemmons’s study, vocal students described feeling secure, with each 
student being nurtured and empowered by their voice teacher’s belief in them.  
Furthermore, “being motivated by the relationship itself,” they felt “valued and valuable” 
(Clemmons, 2007, p. 285).  Interactions between teachers and students affect the 
probability of student success or failure (Budai, 2005; Daniel, 2001).  Costa-Giomi, 
Flowers, and Sasaki (2005) discovered that children who dropped out of piano lessons 
during the first year of study received less affirmative communication from teachers and 
lower grades than their peers who continued musical study.  Johnson (2006) argued, 
“Affective connections and affirming relationships are central to students in schools; yet, 
these human elements receive minimal attention in school settings” (p. 114).  Teachers 
may influence student self-efficacy belief through teaching style, time spent addressing 
student concerns, learning environment, and scaffolding (Butz & Usher, 2015).    
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Improving student/teacher relations may contribute to better student outcomes 
(Gehlbach, Brinkworth, & Harris, 2012).  For example, string players demonstrating high 
self-efficacy belief reported positive relationships with music teachers and parents (Clark, 
2013).  For ninth-grade repeaters, the greatest factor affecting academic performance was 
a positive student-teacher relationship (Lewis, 2016).  Remarking on the correlation 
between a close student/teacher relationship and technical coaching, McKinney (1982) 
stated, “A warm, loving relationship in the studio may bring quicker results than any 
technical answers the teacher can supply” (p. 46).  It is important to note that 
student/teacher relationships may not only influence student outcomes from year to year, 
but might also affect student performance within each school year (Gehlbach, 
Brinkworth, & Harris, 2012).  Private voice lessons, for instance, provide weekly 
opportunities for teachers to foster self-belief in their students.  In an investigation of 
factors affecting student/teacher rapport in the private vocal studio, Clemmons (2007) 
found that students who described feeling safe and secure in the private vocal studio also 
reported feeling empowered, motivated by the student-teacher relationship, valued, and 
valuable.  
Hendricks (2018) said that one way to empower students is by encouraging them 
to self-assess, suggesting that when students identify their own weaknesses they are 
better able to take control of their learning and development.  Highlighting the 
relationship between self-directed learning and self-efficacy development, Hirschorn 
(2011) said, 
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Teachers can play an important role in the promotion of self-directed student 
learning by teaching in a way that helps students develop domain specific self-
efficacy.  Self-efficacy development generates two qualities critical to long term 
engagement in any domain: intrinsic self-interest and enduring motivation.  
Intrinsic self-interest rarely occurs without intervention.  Individuals develop 
enduring interest through engaging in activities in which they feel efficacious and 
from which they derive self-satisfaction. (p. 15)   
Teaching students how to direct their own learning and providing them with the tools to 
self-assess, therefore, fosters qualities of intrinsic interest, motivation, and self-efficacy 
belief.  
 Students possessing high self-belief respond differently to teachers than do 
students with low self-belief.  For example, in an investigation of the self-efficacy beliefs 
of high-school orchestra musicians, Hendricks (2009) found that musicians with high 
self-efficacy belief were able view negative feedback through a positive lens.  The high-
belief musicians in the study generally saw negative feedback as a means for reaching 
their potential.  Komarraju (2013) discovered that students who had higher self-efficacy 
belief did not seem to value caring as highly as those who were extrinsically motivated.  
Teachers who are accessible, build rapport, and provide constructive feedback may be 
better able to assist extrinsically motivated students.  Self-sufficient and self-assured 
students appear to be less concerned about whether a teacher was caring, understanding, 
humble, or accessible.  Students who lack confidence, however, may need assistance 
from teachers who are caring, sensitive, encouraging, and flexible (Komarraju, 2013).  
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Acknowledging that students of varying self-efficacy beliefs value different traits in 
teachers, it is important to structure pedagogy according the specific needs of each 
student. 
Environment  
The influence of somatic and affective information on efficacy belief depends 
upon the perceived significance of factors related to a particular situation (Bandura, 
1997).  Furthermore, Bandura iterated that people rely more on situational factors than on 
internal indicators when interpreting physiological and affective states.  Creating safe 
learning and performing environments, therefore, is paramount for the collegiate vocalist 
(see Clemmons, 2007).  When studio experiences, master-classes, and performance 
contexts are perceived as safe places, students are better able to exercise creativity and 
take risks.  Hendricks, Smith, and Stanuch (2014) suggested that safe learning places are 
created when a teacher is emotionally present, presents each student with appropriately 
challenging experiences, educates other people in the student’s life about creating safe 
places, is aware of the relationship between music and the lived experience of the student, 
and dares to be unconventional.   
Gender  
Many studies have highlighted differences between genders with regard to 
forming efficacy beliefs.  For example, upper-elementary and middle school girls heeded 
more closely social messages than did boys when forming academic self-efficacy belief 
(Butz & Usher, 2015).  In a study examining how high-school students’ self-efficacy 
beliefs morphed during the course of a three-day orchestra competition, Hendricks (2009) 
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found that female musicians required more verbal persuasion in order to move toward 
positive belief in ability (Hendricks, 2014).  Furthermore, the competitive environment of 
the orchestra event negatively affected females more than males (Hendricks, 2009).  In an 
investigation of imitation in academic learning, female students reported more significant 
positive outcomes from imitation than did male students (Zhou, 2014).  Nielsen (2004) 
looked at the relationship between learning strategies and self-efficacy beliefs of 
advanced music students and discovered that female musicians perceived themselves less 
efficacious in their practicing than did male musicians.  LeBlanc et al. (1997) found that 
females participating high school band exhibited higher levels of music performance 
anxiety than did males.  In addition, females in elementary and secondary music 
programs attributed success or failure in music more to internal factors, such as innate 
ability, than did males (Asmus, 1986).  The aforementioned studies suggest that males 
and females assimilate information related to their self-efficacy in slightly different ways.  
Gender, therefore, is a personal factor that may influence the development of 
performance belief.   
Culture 
 Culture is a contextual factor that may influence self-efficacy perceptions.  For 
example, Usher and Pajares (2006) found that all four self-efficacy sources predicted 
academic self-efficacy belief in middle school White students, yet only mastery 
experience and social persuasion predicted the academic self-efficacy perceptions of 
African-American middle school students.  Zhou (1999) examined imitation in 
undergraduate learning and found that cultural differences among the Chinese and 
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American participants affected their uses of imitation.  In a study by Klassen (2004), on 
the math efficacy beliefs of Indo Canadian immigrant and Anglo Canadian nonimmigrant 
7th grade students, self-efficacy beliefs predicted performance in both groups, yet source 
influences emerged as influencing the students differently.  The Indo Canadian immigrant 
students reported more influence from vicarious and social indicators of ability than did 
the Anglo Canadian students.  Additional cultural differences in self-belief were 
highlighted in a study by Eaton, Dembo, and Pressley (1997), who looked at the 
differences in ability beliefs of Asian Americans as compared to non-Asian 9th grade 
students.  Results showed that, although the Asian Americans significantly outperformed 
their non-Asian peers, their academic self-efficacy beliefs were lower.  Because an 
individual’s cultural background invariably creates a lens through which learning, 
development, performance ability, and accomplishment are viewed, it is essential to 
consider cultural influences as they relate to self-efficacy perception. 
Summary 	 This review of literature highlights the influence of the four sources of self-
efficacy and other personal and contextual factors on performance belief, yet, absent from 
the literature is a description of how vocal students’ lived experiences influence their 
self-efficacy beliefs.  Fryling (2015) asserted that building a student’s performance belief 
is just as important as building a student’s vocal skills, yet many music educators fail to 
address issues of self-belief in their instruction (Zelenak, 2011).  What happens when 
matters of self-efficacy belief are neglected in the vocal studio?  How are students 
affected when voice teachers utilize belief-enhancing practices into their teaching?  
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Because performance belief is essential to successful performance, yet seemingly absent 
from vocal pedagogy dialogue, the present study was designed to highlight the 
implications of this paradox. 
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CHAPTER 3: METHOD 
 The development of accurate self-perceptions is difficult for the singer for several 
reasons.  First, the vocal instrument is synonymous with self and sound is heard through 
the same body that is the instrument.  In addition, every voice is unique and it is 
impossible for a teacher to provide a student an exact blueprint of how that student 
“should” sound.  Inasmuch as the voice is synonymous with self, the vocal instrument is 
affected by physical, mental, and emotional changes and corrections related to the voice 
can be taken very personally.  One cannot “trade up” one’s instrument—the instrument 
one is born with is the instrument one will have for life.  Because self-perceptions are 
complicated by the nature of the vocal instrument, source experiences (mastery, 
vicarious, verbal/social, physiological/affective) provide essential information regarding 
capability.  The aim of this study was to examine how collegiate vocal students construct 
and evaluate information related to their vocal performance self-efficacy.  Research 
questions were as follows:  
 1. How are collegiate vocal students’ beliefs in their vocal performance abilities 
influenced by each of the four self-efficacy sources (enactive mastery experience, 
 vicarious experience, verbal/social persuasion, and physiological/affective states)? 
 2. In what ways do personal and contextual factors (e.g., cognitive self-regulation, 
student/teacher relationship, environment, gender) mediate the influence of those sources 
upon vocal students’ beliefs in their performance abilities? 
Historically, quantitative methods have been the primary means for analyzing 
self-efficacy perception in musical contexts (e.g., McCormick & McPherson, 2003; 
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McPherson & McCormick, 2006; Nielsen, 2004; Orejudo et al., 2017; Ritchie & 
Williamon, 2012; Rojas & Springer, 2014).  What we cannot tell from quantitative 
methods, however, is how or why particular experiences affect belief.  Although 
empirical evidence supports Bandura’s (1997) argument that mastery experience is the 
strongest of the self-efficacy sources, the predictive power of the other three sources has 
been shown to be inconsistent in the literature (Usher, 2009).  Usher asserted that the 
inconsistencies are likely due to methodological limitations.  For example, a survey may 
reveal that vocalists worry about making small mistakes in performance, yet qualitative 
data could potentially reveal the expectations of a voice teacher, self-imposed 
expectations, pressure from peers, performance anxiety, or perfectionism as the cause for 
worry.  In addition, exploring the aforementioned factors would generate a much richer 
description of the relationship between physiological and affective states and 
performance belief.   
Although I utilized a survey to establish baseline data and to facilitate in the 
participant selection process, interview research was the principal method for the study.  
Interview research was a logical approach to help me understand, from the participants’ 
perspectives, how performance belief was affected by the four sources of self-efficacy 
and by personal and contextual factors.  Usher (2009) stated that interview research 
“enables researchers to examine the different conditions under which students process 
and appraise their experiences at particular junctures in their schooling” (p. 278).  Open-
ended interview questions further facilitated a depth of exploration into collegiate 
singers’ formation of performance belief.  Commenting on the strength of open-ended 
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interviews in generating rich data, Tracy (2013) said: 
Through interviews, the respondents can provide their opinion, motivation, and 
experiences.  They may tell stories and narratives—complete with dramatic plot 
lines, heroes, and villains.  Such stories frame the way participants understand the 
world, delimiting opportunities and constraints for action.  Through interviews, 
participants can provide accounts—or rationales, explanations, and justifications 
for their actions and opinions. (p. 133) 
Data Collection 
 Data collection included four phases in order to provide multifarious perspectives 
on vocal self-efficacy perception of the collegiate classical vocalist.  Although qualitative 
research is inherently multi-method in focus (Flick, 2002), Flick maintained that the use 
of multiple methods, or triangulation, is a strategy that adds rigor, complexity, depth, and 
richness to inquiry.  Triangulation for the present study was achieved through use of 
survey, interview, and journal data as follows:  
 Phase 1:  Vocal Performance Self-Efficacy Survey  
 Phase 2:  Initial interview with specific, a priori themes  
  
Phase 3:  Journal entries—Three reflections composed by each participant 
regarding particular positive or negative vocal experiences in the following 
contexts:  (a) voice lesson, (b) practice session, and (c) performance   
Phase 4:  Follow-up interview with a focus on personal and contextual factors as 
well as emergent themes 
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Phase 1: Vocal Performance Self-Efficacy Survey  
In this study, I utilized the Zelenak Music Performance Self-Efficacy Scale 
(Zelenak, 2011; see Appendix A, Vocal Performance Self-Efficacy Survey).  The 
Zelenak scale was designed to measure Bandura’s four sources of self-efficacy within the 
context of music performance.  The scale is composed of 24 questions, related to source 
influence—mastery experience (eight questions), vicarious experience (five questions), 
verbal/social persuasion (six questions), and physiological and affective states (five 
questions).  I used the scale to gain (a) information for selecting a diverse sample of nine 
collegiate singers for further investigation; and (b) baseline data from which further 
questions were generated and explored.  Because the Zelenak (2011) scale does not 
measure the actual strength of one’s self-efficacy belief, I asked participants at the 
beginning of interview one (phase 2; see below) to describe their belief in their 
performance ability. 
To more closely align the scale to the purposes of the present study, I changed the 
title to “Vocal Performance Self-Efficacy Survey” and adjusted the survey wording to 
make it specific to vocalists.  For example, I adjusted question one, “I have had positive 
experiences performing music in the past,” to read, “I have had positive vocal 
performance experiences in the past.”  I also added demographic questions (e.g., 
academic standing, major, gender, ethnicity, years of vocal study, education goals) in 
order to gather additional information about the participants.  Utilizing Qualtrics survey 
software, I designed an online version of the survey and generated a corresponding 
survey link.  While designing the Qualtrics survey, I selected sliders as the response 
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mechanism to encourage a high level of accuracy in depicting source influence.  
Evaluating physiological and affective states, for example, one question stated, 
“Performing with my voice makes me feel good.”  Participants were then enabled to 
choose any number between one (strongly disagree) and 100 (strongly agree).     
As I reviewed completed surveys, I calculated a sum total for each of the four 
sources of self-efficacy, as well as an overall source score for each participant.  
Additionally, I calculated reliability analyses for each of the scale items via SPSS.  
Cronbach’s coefficient alpha is a statistic that is commonly utilized to measure internal 
consistency and alpha scores approaching 1.0 suggest high internal reliability.  
Cronbach’s alpha coefficients for the four source scale items were within a .70 to .80 
range, providing evidence of an acceptable level of internal reliability.  The enactive 
mastery experience subscale consisted of eight items (α = .79); the vicarious experience 
subscale consisted of five items (α = .79); the verbal/social persuasion subscale consisted 
of six items (α = .74); and the physiological and affective states subscale consisted of five 
items (α = .70).  These reliability coefficients were slightly higher than in Zelenak’s 
(2011) investigation of students (N = 290) from 10 middle and high school band, chorus, 
and string orchestras.  Zelenak’s study showed (α = .74) for enactive mastery experience, 
(α = .59) for vicarious experience, (α = .77) for verbal/social persuasion, and (α = .67) for 
physiological and affective states (see Zelenak, 2011, p. 84).  Although it is not clear why 
the reliability coefficients were higher among the survey participants in the present study 
as compared to Zelenak’s investigation, several possible explanations include participant 
age, sample size, music experience, and ethnicity.  
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Phase 2: Initial Interview  
The initial interview was structured around a priori themes; that is, I constructed 
the interview around the four sources of self-efficacy (see Appendix B, Interview One 
Protocol).  The interview was divided into sections according to source, with three to four 
questions per theme.  I piloted the initial interview with two freshman vocalists whom I 
deemed ideal to evaluate the initial interview due to their substantial vocal and 
performing experiences.  The pilot interviewees had studied voice throughout high school 
and had experienced a plethora of positive performing opportunities, yet, both vocalists 
decided against majoring in voice due to negative interactions with their private vocal 
teachers.  
Following the pilot interviews, I asked the two pilot interviewees for feedback 
related to how I could improve the interview protocol.  Technical feedback from the pilot 
interviews included re-wording several questions for clarity and adjusting the question 
order.  The most valuable feedback that emerged from the pilot interviews, however, was 
the importance of creating an interview environment that promoted trust and open 
communication.  It was suggested that presenting a brief introduction before beginning 
the interview might help the participants feel at ease and facilitate a smooth transition 
into the interview questions.  
Approximately one month after the distribution of the Vocal Performance Self-
Efficacy Survey, I emailed the initial interview protocol to the interview participants in 
order to familiarize them with the interview content and to allow them ample time to 
reflect upon their responses.  One week after sending the interview protocol, I conducted 
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the initial interviews with each of the nine interview participants.  Data were 
subsequently generated through face-to-face interviews (utilizing video chat technology) 
with each student participant.  
Phase 3: Journal Entries  
I collected three separate journal entries from each participant in order to analyze 
expressions regarding an unusually positive or negative experience in a voice lesson, 
practice session, and performance.  The journal entries were completed at each 
participant’s convenience and were submitted to me via email between the initial 
interview and follow up interview, which allowed an approximate three-week time frame 
for completion.  Bowen (2009) remarked that document analysis is a form of qualitative 
research in which the researcher interprets a document in order to find themes related to a 
particular phenomenon of interest.  Participants selected which experiences to document; 
therefore, the decision to focus on events that fostered or hindered their vocal self-
efficacy perception was an indicator of which types of information the students attended 
to and deployed in forming self-perceptions (Bandura, 1997, p. 79).   
Phase 4: Follow-Up Interview  
After analyzing the initial interviews and journal entries, I conducted a follow-up 
interview (see Appendix C, Follow-up Interview Protocol) one month after the initial 
interview to learn more about specific patterns identified in the data.  Open-ended 
questions related to personal and contextual factors (e.g., cognitive self-regulation, 
student/teacher relationship, environment, gender) illuminated influences upon self-
efficacy belief that would otherwise have been overlooked in an a priori themed 
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interview.  Therefore, by encouraging vocal students to describe, subjectively, how their 
vocal self-beliefs were constructed, I was able to observe how each person negotiated 
different source influences.  
Setting 
 For the purposes of this study, I selected a site using criterion-based selection 
method. Because high-stakes performance situations potentially magnify the interactions 
of self-efficacy sources (Hendricks, 2009), I looked for a site that emphasized high-stakes 
criteria, as follows: (a) competitive university admissions requirements, (b) selective 
vocal degree program, (c), high academic standards, and (d) high student performance 
expectations.  At such a site, I believed I would find students who were required to 
balance a multiplicity of life demands, in addition to vocal demands, thus magnifying the 
interactions of the self-efficacy sources.  
I contacted ten colleagues at seven different universities across the United States 
and shared details of my research design with them.  The site that most closely fit my site 
criteria was Crestmont University (all names used are pseudonyms), a private research 
university located in the western region of the United States.  At the time of the study, 
enrollment at Crestmont University was approximately 33,000 students.  Academic 
requirements for admission to the university were very high.  In 2017, there were 13,707 
applicants.  Fifty-three percent of the applicants were accepted and eighty-percent of 
those accepted enrolled.  Of the students who were accepted, the average GPA was 3.86, 
and the average ACT/SAT was 29.5/1300.  The university admissions website 
highlighted that in selecting students for acceptance, the admissions committee utilized a 
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holistic review process: In addition to high academic admission requirements, the 
students accepted to the university also demonstrated in their application essays 
involvement in religious, service, leadership, skill, and employment activities.  
 The university had been recognized internationally for strong academic 
achievement.  Furthermore, particular fields within the university had received top U.S. 
school rankings.  Although the student body was comprised of students from 50 different 
states in the United States and 42 different countries, 83.3% of the total student 
population was white.  Approximately 99% of students were members of the same 
religious denomination. 
 Acceptance into the vocal performance degree was extremely competitive.  
Audition requirements included completing an online school of music application, 
submitting three letters of recommendation, and submitting a pre-screening video of three 
contrasting songs via YouTube.  Only students passing the pre-screening portion of the 
audition were invited to a live audition.  The number of applicants applying to the vocal 
performance degree ranged from approximately 200-300 per year.  Typically, only 10 to 
15 vocalists of the those who applied were accepted.  
Participant Selection 
Survey Participants 
Eligibility criteria for survey participants included: (a) music majors with classical 
voice emphasis (vocal performance and music education), (b) current enrollment in 
private vocal instruction, (c) undergraduate status, and (d) age 18 years or older.  
Following approval from Boston University’s Institutional Review Board (see Appendix 
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D, IRB Review Letter), I contacted the secretary of the school of music at Crestmont 
University via email, then met with her in person and described the research project I 
wished to conduct.  Utilizing listserv distribution, she emailed the survey recruitment and 
consent letter (see Appendix E, Survey Recruitment and Consent Email), including the 
survey link, to all music majors with a vocal emphasis.  Preceding the survey link was the 
statement: “By clicking the link to the survey below, you agree to be a participant in this 
research study.”  As a result, candidates gave consent to participate when they clicked on 
the survey link.  The secretary reported that she sent the letter and link to 46 voice majors 
and 23 vocal students subsequently completed the survey, representing a response rate of 
50%.  
Interview Participants 
I sought interview candidates by adding the following request to the end of the 
survey: “Please leave your contact information below if you are interested in potentially 
being interviewed in order to expand upon what you have shared in the survey.”  Thirteen 
survey participants provided contact information and, therefore, gave consent to be 
interviewed.  
Participants selected for the interview phase were sophomores, juniors, or seniors 
who were working toward a bachelor of music degree with a voice emphasis.  I did not 
include freshman in the sample because I wanted the participants to have already 
amassed a rich history of collegiate vocal performance experience and feedback.  
Drawing from information generated through survey data (see Appendix F, Survey 
Results), I utilized purposeful sampling to select a diverse group of nine collegiate 
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singers.  Patton (2002) stated,  
The logic and power of purposeful sampling. . . leads to selecting information-
rich cases for study in depth.  Information-rich cases are those from which one 
can learn a great deal about issues of central importance to the purpose of the 
research. (p. 46)   
I chose to interview nine participants because I desired to examine singers representing a 
diversity of performance beliefs.  I hoped to find singers who could illuminate through 
their lived experiences high, average, and low positive source influence.   
In selecting participants for the interview research phase, I initially looked for 
outliers—participants who reported unusually high or low belief influence from one or 
more self-efficacy sources (mastery experience, verbal/social persuasion, vicarious 
experience, physiological and affective states).  In addition to looking for outlier cases, I 
looked for scenarios that made for a compelling case.  For example, I was interested in 
learning more about a participant whose self-efficacy source scores appeared 
dramatically inconsistent (i.e., mastery experience was reported as a strong self-efficacy 
source, but the other three sources were low).  Lastly, I chose several interview 
participants who reported average source influence.  
I emailed each interview candidate the interview recruitment letter (see Appendix 
G, Interview Recruitment Letter) and requested availability for the first interview.  The 
initial interview was subsequently scheduled based on the participant’s individual 
preference.  Each interview took approximately 30 minutes.  I conducted online 
interviews via internet chat technology (i.e., Skype) and participants were encouraged to 
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select a private location for each of the online interview interactions (such as a practice 
room, conference room, or private dorm) in order to facilitate the free sharing of 
information.  Likewise, I conducted the internet interviews in a private office to ensure 
participant privacy.   
Data Analysis  
Transcription and Coding  
I recorded interviews on a password-protected iPhone and typed the interview 
transcripts verbatim in a Microsoft Word document.  After I transcribed each interview, I 
deleted the interview from the iPhone and stored the transcribed data on a password-
protected computer.  The coding process for the initial and follow-up interviews involved 
identification of a priori themes, personal and contextual influences, and emergent 
themes.  I coded the interviews by subdividing the transcripts into meaning units, wherein 
text parts suggested a particular theme (Côté, Salmela, Baria, & Russell, 1993).  The a 
priori themes investigated were the four sources of self-efficacy belief and associated 
sub-themes as described below: 
1. Enactive Mastery Experience  
Code - (EME) – Evidence of capability through the actual performance of a given 
task. 
Studio Learning – EME in the context of the private lesson 
Practice – EME in isolated practice  
Performance – EME in public performance  
Success and Failure – Cognitive processing of performance events 
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2. Vicarious Experience  
Code - (VE) – Assessment of competencies based on the attainments of others. 
Master Modeling – Observing the successful performances of others 
Coping Modeling – Observing models overcome difficulty 
Competition – Participation in competitive environments and/or events 
Comparison –  Measuring the quality of one’s performance to another’s 
3. Verbal Social Persuasion  
Code - (VSP) – Social influence and appraisals indicating one’s capabilities. 
Feedback – Communication of performance gains or shortfalls 
Encouragement – Communication expressing affirmation of one’s ability 
Negative Messages – Criticism, ambiguity, or messages suggesting low 
aptitude 
4. Physiological and Affective States  
Code - (PAS) – Physical and emotional indicators from which people judge their 
capability and vulnerability. 
Interpretation and Response – Perceptions of and responses to PAS 
Facilitative States – PAS which facilitate optimal performance 
Inhibiting States – PAS which hinder performance 
  Performance Anxiety – Debilitating physical and mental symptoms 
Perfectionism – A belief that perfect performance should be 
attained    
As I identified a priori themes in the transcripts, I inserted descriptors where each idea 
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was presented.  Looking for patterns that were inter-related, I then labeled the meaning 
units and grouped them into categories.  For example, a passage that delineated the 
physical symptoms of nervousness during performance was labeled:  Physiological and 
Affective States – Inhibiting States.  
Between interview one and the follow-up interview, participants submitted three 
journal entries detailing their thoughts following a particularly positive or negative 
experience in a voice lesson, practice session, and performance (see Appendix H, 
Reflection Prompt).  The personal documents provided relevant information related to the 
cognitive processing of vocal experiences, and the subsequent influences on vocal self-
belief.  The journal entries complemented the interview research data by (a) raising 
questions for follow-up interviews, (b) supporting or challenging interview data, (c) 
providing rich description, (d) generating hunches or hypotheses, and (e) facilitating 
pattern and content analysis (Glesne, 2016).  I coded personal reflections in the same 
method as the interview transcripts; however, in addition, I looked for confirming or 
disconfirming evidence (negative case analysis) within individual participant data and in 
relation other participants.  As I analyzed personal document data, I compared a priori 
themes from phase one and phase two in relation to personal and contextual influences.  
After I coded all interview and journal data based on a priori themes and 
personal/contextual influences, I coded emergent themes.   
Risks 
Because I asked individuals to share personal perceptions of their experiences 
with vocal study and performance, there was a risk that the interview process could cause 
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emotional and/or psychological distress.  For some participants, particular past learning 
and performance experiences had been negative.  In discussing such experiences, 
participants could potentially experience anger, frustration, sadness, or shame.  In order 
to minimize risk, respondents were clearly informed that they were free to skip any 
survey or interview questions and to withdraw from the study at any time.  
Another potential risk was the participants’ loss of privacy.  All subjects, 
therefore, were assigned a unique study ID number.  Furthermore, I replaced identifiable 
information with pseudonyms to ensure participant privacy.  I created a key linking the 
names of the participants to the study ID numbers and pseudonyms and the key was kept 
separate from the data on a password-protected computer.  For the duration of the study, 
data were shared with a feedback group (comprised of a scholar in self-efficacy, a recent 
DMA graduate, and a music education graduate student, as described below), but only 
after identifiable information was removed.  Smith (1995) asserted that participants’ 
awareness of confidentiality affects the degree to which they feel they can respond 
honestly.  Therefore, I ensured participants of absolute privacy and confidentiality in 
order to establish a research environment of open communication and trust.  
Personal Bias  
Throughout the interview process, I aspired to build reciprocal relationships with 
each participant, treating them with respect while acknowledging that personal bias might 
have an impact on the interviews.  While attempting to create an atmosphere of safety, in 
which the participants felt comfortable sharing their honest thoughts, I tried not to let my 
facial expressions, body language, or comments influence them in any way.  Although I 
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have been involved in vocal performance and pedagogy for many years, as a researcher I 
committed to engage in the research process with an open mind.  My past experiences as 
a voice major, voice student, and voice teacher prompted me to explore the sources of 
self-efficacy in the vocal studio because I saw a great need for fostering student self-
belief.  I acknowledged, however, that my experience represented one paradigm of many, 
and for that reason, I desired to look at participants’ experiences with an expectation of 
being surprised by what I learned.  Kvale (1996) suggested that a stance of deliberate 
naïveté encourages the researcher to drop preconceived notions and become open to 
unique and unexpected findings.  Therefore, although my background in voice helped me 
ask particular questions and explore certain issues with the student participants, I also 
followed the participants where they desired to lead me.     
Member Checks 
 After composing summaries of individual participant data (i.e., survey, interview, 
journal), I transferred the summaries into nine separate Microsoft Word documents and 
emailed each summary to the corresponding participant.  In the distributed emails, I 
requested that they read the summary and respond with anything they wanted me to 
change, clarify, or add.  I further stated, “As a researcher, I have done my best to 
represent what you shared with me, but if you have any additional insights, I welcome 
them.”  Eight of nine participants replied to my appeal for feedback.  Seven of the 
participants responded that I had portrayed their stories accurately and that they had no 
suggested edits.  Interestingly, one participant responded that her perspective had 
changed substantially in the past year (since our interviews) and that she would send me 
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updates to incorporate into her story.  She emailed me her summary, which she had 
edited using track changes.  She asked that several remarks be deleted, several claims be 
clarified, and she shared additional insights that she asked be included in her story.  After 
carefully reviewing of her feedback, I made changes according to her requests.     
Relational Response Community  
Because data can be analyzed in multiple ways, I formed a relational response 
community, or feedback group, whose members provided unique perspectives throughout 
the research process.  Signifying the importance of utilizing a feedback group, Hendricks 
(2009) stated, “their responses reflected an assortment of personal backgrounds and 
perspectives that would each lead to important implications” (p. 71).  The relational 
response group consisted of three music education experts: a music education graduate 
student who performed opera professionally, taught middle school choir, and received a 
BM and MM in voice; a self-efficacy scholar who taught public school orchestra, 
received a BM in string performance, MA in music teaching, and DMA in music 
education; and, a well-respected voice technician who taught chorus, general music, and 
jazz band in the public schools, performed professionally, and earned a BM and MM in 
vocal performance, and a DMA in music education.  Prior to commencing research, I sent 
my prospectus to the community in order to familiarize them with the study.   
The relational response community first provided feedback related to the content 
and ordering of the interview questions.  For example, although I originally designed the 
interview one protocol to allow each participant to select which questions to respond to, 
feedback from all members suggested that I needed to par down the questions and focus 
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on what I truly wanted to learn.  I was also told that several questions were polar and that 
I should re-work the wording to allow for open-ended responses.  One member of the 
response group suggested a slight re-ordering of the questions to make the interview flow 
more smoothly.   
One key point of feedback I received from the self-efficacy scholar in the group 
was related to the method I was using to select interview participants.  The member noted 
that the Zelenak (2011) scale measures source influence, but not the overall strength of 
one’s self-efficacy belief.  I was cautioned not to jump to conclusions about the strength 
of one’s performance belief based on the scale.  Keeping this in mind while analyzing 
data, I noticed how information related to source influence did not necessarily connote 
strong belief or lack of performance belief.  For example, an individual with strong 
performance belief might worry about making small mistakes in performance (PAS), or 
might have had negative performing experiences in the past (EME). 
Once I collected data and began to look for meaning across the data, I engaged in 
ongoing dialogue with the relational response community in order to enrich my own 
thinking. Weick (2001) recommended asking questions such as, “What is a story here?” 
rather than asking, “What is the story?”  Throughout the research process, the feedback 
group contributed insights related to the stories that emerged through data analysis, and 
reviewed the transcripts in order to facilitate measures of intercoder reliability (Lavrakas, 
2008).  The following passage, received from a member of the response group, 
exemplifies the type of information I gleaned from the group throughout the data analysis 
phase: 
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Both Emma and Cameron discuss filtering feedback from others.  For Emma, the 
filter is her own knowledge of herself, and her belief that the individuality of 
one’s voice/vocal development must be taken into account.  For Cameron, the 
filter is defined by whether the feedback comes from a trusted expert (his 
teacher), or some other expert who doesn’t know him as well.  For Mason, critical 
feedback seems to strike him fairly deeply—whether or not that immediate effect 
lingers—particularly when coming from his teacher. 
Data Interpretation 
Insights generated from ongoing communication with the response group 
informed my thinking and encouraged me to carefully examine potential themes.  During 
each phase of data interpretation, I emailed the response group my interpretations of the 
data and encouraged them to share their own thoughts related to themes they detected.  
As I received feedback from the response group, I considered their perspectives and 
weighed their interpretations with my own, while considering the themes that emerged in 
the data.   
It is important to note that there is a difference between information conveyed by 
participants and information that is weighted and integrated into theoretical judgments by 
an investigator.  Reviewing the data and pondering potential meanings, I reflected on my 
own experiences and saw my own history through a different lens.  Embarking on an 
active undertaking (Holstein & Gubrium, 1995) in which I grew to better know myself 
and those whom I interviewed (Fontana & Frey, 2000), I deconstructed, interpreted, and 
reconstructed qualitative data from shared interactions (Denzin & Lincoln, 2005; 
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Sargeant, 2012).  Shared interactions with the participants informed my thinking, and in 
turn, it seemed their thinking was also informed as was evidenced by the following email 
from Savannah: 
Thank you so much for giving me this opportunity.  It has really helped me 
rediscover my love for music and singing.  It’s been an incredibly stressful 
transition, and this has helped me through a lot of it.  Thank you so much.  This 
research and essay will do great things for many.  It has for me.   
Summary 
Based on data generated from the distribution of the Vocal Performance Self-
Efficacy Survey (adapted from Zelenak, 2011) to vocal majors at Crestmont University, 
nine interview candidates were selected who exhibited diverse performance beliefs.  
Interview candidates were then requested to share their interactions with the four sources 
of self-efficacy in an initial interview.  Following the initial interview, participants had 
three weeks to notate and submit via email three separate journal entries regarding an 
unusually positive or negative experience in a voice lesson, practice session, and 
performance.  After coding the initial interviews and journal documents for a priori 
themes, I conducted follow-up interviews, focusing on personal and contextual factors 
that affected the participants’ development of vocal performance belief.  When all data 
were coded, I compared data across participants and looked for emergent themes.  With 
the assistance of a relational response community, I deconstructed the themes and 
organized the data according to concept.  Additionally, I requested interview participants 
to review their own data (member checks) and email me notes related to anything they 
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wanted to change, clarify, or add.  Comparing my analyses with that of the response 
community, I identified stories of self-efficacy source influence that will be explored in 
the following chapter.   
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CHAPTER 4: INTERVIEW AND JOURNAL DATA 
 Interviews took place during the Spring and Summer of 2017 via internet chat 
technology (i.e., Skype).  Each participant described unique experiences related to the 
four sources of self-efficacy.  Because the interview questions and journal responses were 
open-ended, and designed to allow each candidate to select from their memory positive 
and/or negative experiences, not all of the self-efficacy source sub-themes were covered 
by every individual.  When participants were asked about influential feedback, for 
example, responses could center on encouragement, negative messages, or both.  For this 
reason, each participant’s self-efficacy story highlights slightly different themes.  Rather 
than discussing journal and interview data separately, I integrated the data to provide 
experiential support for what each participant shared during face-to-face interviews.    
 Because the Zelenak (2011) scale was designed to measure self-efficacy source 
influence, and not the strength of one’s self-efficacy belief, I commenced interview one 
by asking, “Describe your belief in your vocal performance ability.”  The responses to the 
aforementioned question are notated verbatim at the beginning of each participant’s data 
summary section.  In addition, because self-efficacy belief is task based, and is tied to 
one’s perception of successful execution of a given task, candidates were asked at the 
conclusion of the follow-up interview to describe what they considered successful vocal 
performance.  Understanding how each participant perceived successful vocal 
performance was an essential component to investigating source influence.  Vocalists 
who defined successful performance according to feedback received from teachers and 
peers, for example, would likely need significant indicators of success through verbal and 
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social persuasion in order to foster their belief in their performance abilities.  Therefore, 
in order to highlight how each participant mentally processed vocal success, participants’ 
responses to defining successful vocal performance are notated verbatim at the 
conclusion of each participant’s data summary section.  
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PARTICIPANT 1 – MADELINE (SENIOR, VOCAL PERFORMANCE) 
I mean, I wouldn’t go out there (onstage) saying, “I’m gonna nail this!”  But, I 
wouldn’t feel like, “Oh, I have nothing to provide to this audience at all.”  So, I feel like 
I’m in between.  I would say, “I need to sing, so I’ll just enjoy it.  It’s something fun.”  I 
think I have potential, but I think that being a soprano in vocal performance in opera is 
really difficult, like statistically it’s very unlikely that you’ll make it very far.  But I think 
my voice is pretty well-aligned.  It could still improve, but I feel like I’m getting to the 
point where everything is more consistent, and it’s easier to grasp things quickly.  But, I 
need help with accuracy and learning things accurately.  I also need help with languages.  
It’s hard to get really accurate with languages.  Being a soprano, I can’t fudge any of 
that.  I’ll have to be perfect, or they’ll just show in the next person. 
~Madeline 
Madeline’s Musical Background 
Since early childhood, music was an integral part of Madeline’s life.  Musical 
study began at age four, at the insistence of her mother.  Her first music lessons were on 
the flute, although looking back, she admitted that flute lessons were not ideal for a 
young child.  She next learned the violin, then the piano, and continued to experiment 
with many different instruments until she was a sophomore in high school.  For the 
remainder of high school, she focused exclusively on her voice.  As Madeline progressed 
in her vocal studies, she perceived that her voice might be a strong asset for college 
acceptance.  During her freshman year of college, she auditioned for the vocal 
performance program and was accepted.  
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Vocal Performance Self-Efficacy Survey – Madeline (see Appendix I) 
 Madeline’s overall survey source score was 73 (out of a potential 100), with the 
totals for each of the four sources of self-efficacy as follows: Mastery Experience (77), 
Vicarious Experience (74), Verbal/Social Persuasion (69), and Physiological/Affective 
States (71).  Madeline’s responses suggested positive source influence as low.  Madeline 
indicated a strong positive influence associated with the communication (VSP) from her 
parents, yet she reported that feedback from peers and teachers was not a positive source 
influence.  Vicarious experience was not reported as facilitating improvement of 
Madeline’s voice, but rather, vicarious experience assisted in Madeline’s gauging her 
ability in relation to others.  Of particular interest, as I examined Madeline’s responses, 
were her perceptions of past performances.  Although she reported mastery experiences 
in practicing, performing solos, and performing simple music, she rated low how she felt 
in performances (PAS) and memories of past performances.  
The Sources of Self-Efficacy 
Enactive Mastery Experience   
 Practice.  Madeline described feeling most at ease in the practice room and 
demonstrated the strongest belief in her ability to perform successfully in that context.  
She stated, “I feel like I am very efficient at practicing!  I feel like I have found 
something that works for me.”  Upon entering the practice room, she began her practice 
sessions by meditating.  “If I meditate for five to ten minutes before practicing, then I am 
super focused, and not anxious about anything.”  She further stated that if during practice 
she “became frustrated” or got “overly carried away,” she would stop singing and 
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meditate again.  Meditation allowed her to focus and calm her mind and body.  Madeline 
reported that after practicing carefully selected warm-ups, she relied on a list, compiled 
from her lesson notes or observations from her lesson video, to guide her practice session.  
“I’ll work on the sections that are most important, or work on what we talked most about 
in my lesson.”  Interestingly, when working on memorization, Madeline confided that she 
preferred to work at home.  She remarked that “it is safer there.”  Safety, relaxation of 
mind and body, and methodical structure seemed to enable Madeline to experience 
mastery experiences in the practice room.     
   Performance.  Madeline shared that, in general, collegiate performing 
experiences had caused her vocal performance belief to decrease.  She remarked, “You 
all audition to get in the vocal department and you start realizing how competitive it 
really is.”  According to Madeline, the reason for her decrease in vocal confidence was 
the competitive program to which she was admitted.  Yet, she remarked, “I’ve had tools 
during college to combat those feelings and to keep going even though it’s hard.”  
Despite the increased pressure she felt to perform at a high level, Madeline reported 
developing tools (cognitive self-regulation) to temper her feelings of inadequacy.   
 Success and failure.  Early in Madeline’s vocal journey, she said she perceived 
performance experiences as the most important aspect of her vocal development.  “It’s 
very easy, especially early on to think that performance experiences are everything, but I 
really try to avoid that and have gotten better at avoiding that.”  She conveyed that 
placing undue weight on the success of a single performance produced unwanted pressure 
and anxiety.  Instead, Madeline reported developing the ability to regulate her mental 
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thought processes before and during performance in order to stay focused on delivering 
the best performance possible.  “I’ve started meditating partially to push all that [anxiety] 
aside.  Even if I’m feeling down on myself, I just try to think positively.”  Madeline 
claimed that developing the ability to manage perceptions of performance experiences 
caused her performance belief to increase.    
Vicarious Experience 
Coping modeling.  Although looking to those who have successfully made a 
career in opera may provide a vision for growth, Madeline stated that observing peers 
progress was also very beneficial: “I think it helps when you watch people further along, 
but watching people progress, who are younger, is a good way to fill in the gaps.”  
Madeline did not identify one peer, in particular, that she looked to for guidance in the 
vocal program; rather, she drew upon the strengths of many different people and pieced 
the bits of knowledge together for her own vocal benefit: “I try to find [vocal] strengths 
in everybody, and then if I’m having vocal issues, I’ll ask them, ‘How do you think about 
this?’”  Coping modeling, therefore, was most beneficial to Madeline’s development of 
performance belief when she could identify vocal strengths in others and engage in 
dialogue related to the identified strength. 
Madeline referenced her freshman group voice class as a belief-enhancing 
experience.  She recalled that, as a freshman, it was intimidating to observe the immense 
talent of the vocalists who were further along in the program.  She found herself 
wondering if she could possibly compete at such a high level.  “To be around other 
freshman was really nice because I could see that we were all around the same level, and 
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we were all learning together.”  Being grouped in a class with several other freshmen 
proved beneficial because she was able to see that there were others, like herself, who 
were just beginning their collegiate vocal journey.  She remembered that watching others 
who had vocal struggles provided reassurance that she could improve.   
Competition.  Madeline communicated that comparing her voice to another’s 
vocal instrument may be damaging. “It is very easy for me to look at other people and 
think, ‘They have a very big voice.  I should sound that way!’”  Madeline remarked that 
when she attempted to achieve a bigger sound by adding weight to her coloratura voice, 
the natural beauty in her voice was hindered.  Comparing her voice and trying to imitate 
another’s sound was, therefore, a type of vicarious experience that Madeline reported as a 
hindrance to self-belief and vocal development. 
Madeline spoke about responding to competition in a positive way.  First, she 
described the component of aesthetics in competition.  “I try to come with the perspective 
that everyone has a different aesthetic.  So, if I’m in a competition, I try to keep that in 
mind.”  Next, she referenced “permanent competition,” or the ongoing competition 
among friends in the vocal department.  Madeline said that although it is easy to fall into 
a pattern of looking at others’ vocal flaws in order to elevate oneself, she preferred to 
focus on the good qualities in others.  “I try to focus on the good things because I feel like 
I learn more that way.  So, I’m finding things they’re good at, and I can observe and talk 
to them about that, and it creates a positive environment for everybody.”  Madeline 
highlighted that utilizing vicarious experience as a means of learning from others was a 
positive influencer of performance belief.   
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Verbal/Social Persuasion 
Feedback.  Madeline identified verbal persuasion as the most influential vocal 
self-efficacy source.  She shared that feedback from voice teachers had a direct influence 
on students’ beliefs in their vocal abilities.  “If it’s a lot of negative feedback, then you 
have less vocal belief.”  According to Madeline, however, there were two mediating 
factors that influenced the impact of feedback—the relationship the student had with the 
teacher and how the message was received.    
Encouragement.  Madeline reported that encouragement from parents was her 
most influential source of feedback.  Because she studied music for many years before 
going to college, she knew that the ongoing support and verbal affirmation from her 
parents was unchanging.  “I was raised with continual feedback.  They said, ‘You’re okay 
. . . you’re doing okay.  Just keep going.’”  On many occasions, support from parents 
provided Madeline the impetus to move through difficult learning moments.  Conversely, 
Madeline confided that she had taken from voice teachers who were not “necessarily 
supportive”: 
Weirdly enough, I feel like my teacher’s support doesn’t matter as much as my 
friends’ support, because I feel like teachers are there to criticize me.  I think their 
support helps, it definitely helps, but I don’t exactly expect them to be super 
supportive.  
Despite having vocal teachers who were not particularly supportive, Madeline “found 
anchors in other areas.”  Madeline remarked that the encouragement she felt from friends 
within the vocal program was a positive influence on her vocal performance belief.  “I 
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find support from friends really important, especially my closer vocal friends.  I can ask 
them questions about my voice and they’ll give me an honest answer that’s not 
judgmental.”  She mentioned how helpful it was to perform in front of her peers, ask 
them candid questions, and receive honest feedback.   
Negative messages.  Feedback from others was reported as having a substantial 
impact on how Madeline viewed herself: “I think [negative] feedback definitely affects 
me.  Even if I don’t want it to, it kind of still has a sting.  After I receive [negative] 
feedback, I get really low on myself.”  She further elaborated:  
For some reason feedback in voice is taken more personally.  When you are given 
advice, it’s easier to take it personally because it’s your body—it’s part of who 
you are.  Whereas, an instrument outside of your body, you have control over it.  
You’d think it would be the same, but for some reason it’s different.  
Madeline asserted that because the voice is indistinguishable from self, negative feedback 
related to the voice could feel like a personal blow. 
Notwithstanding the impact of others’ words on Madeline’s performance belief, 
she reported that she had learned to filter and mentally process the messages she 
received.  When asked how she responded to negative feedback, Madeline replied that 
she frequently reminded herself that vocal aesthetics, or what is considered vocal beauty, 
is subjective in nature: “I remind myself that voice is a very aesthetic based thing.  
Everyone has a different opinion of what sounds good, and one thing to one person 
sounds very different to another.”  For this reason, she stated that she tried to remember 
that it is okay for people not to like her voice, because assessment of vocal beauty varies 
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according to the listener. 
Physiological and Affective States 
Inhibiting states.  Madeline confided that when she had moments of self-doubt 
and stress, her performance belief suffered and subsequently, her performance was 
negatively affected: 
I think if you don’t have confidence, or you don’t have a strong performance 
belief, that can be stressful.  Performing is a bigger struggle because you’re not 
sure how you’re actually doing—you don’t have a good sense of yourself.  I’ve 
noticed even if I have a lot of tests, and I’m feeling really stressed, that [stress] 
affects my voice. 
Even when stress was unrelated to vocal development, Madeline maintained the stress 
could affect her vocal performance.  During such times, Madeline said it was easy to lose 
sight of her performance ability and it was hard to find herself.   
Performance anxiety.  At times, performance anxiety affected the level at which 
Madeline was able to perform.  She stated, “When I’m not stressed out as much, I can tell 
things are more deliberate, and I can just kind of relax.  But, onstage, it’s not going to be 
quite there.” Madeline communicated that the longer the performance was, the more 
nervous she felt:   
If you’re singing more than one song, that’s just going to add more nervousness, 
and more concentration over time.  Whenever I do recitals, I know I miss a lot 
more than I would if I’m doing one song, or if I were in a voice lesson or practice 
room. 
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Nerves, she claimed, caused her to make “dumb mistakes, like wrong rhythms and 
notes.”  She lamented, “They just come out!”  
Facilitative states.  Because Madeline claimed that her voice was affected by the 
nervousness she felt during performance, she maintained that focusing her mind on 
something besides her nervous state was her key to successful performance.  Madeline 
detailed the stress she felt moments before she walked onstage for her senior recital.  The 
recital’s theme was art, and she had prepared visuals to accompany her second set of 
songs.  As her recital was about to begin, she received word that her super-titles and 
visuals were not working: “So I went onstage and I was angry at nothing because I can’t 
blame the people who had been working—they had spent fifteen minutes trying to get the 
technology to work.”  Miraculously, the visuals began to work and Madeline reported 
that she learned an important lesson about overcoming her nervousness:  
I thought it was kind of nice in a way to get onstage and worry about something 
other than performing, because I was caught up in something that was completely 
not related!  I think the nervousness was gone because I was frustrated about 
trying to get those super-titles to work.   
In focusing her mind on something other than technique, she reported that her 
nervousness decreased and the overall performance quality was heightened.  “The 
performance was fun!  I was really proud of how it went, and my voice was just there!  
Everyone seemed to enjoy it, and I enjoyed it!”  Madeline asserted that through the 
potentially catastrophic experience of her senior recital, she learned a means of 
facilitating superb performance.     
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Madeline also conveyed that she performed best when she focused on 
musicality—the sound, meaning, and shape of the music.  When she was able to keep 
expression in the forefront of her mind, then she, together with the audience, were able to 
savor the performance.  Madeline highlighted how she disciplined her mind to focus on 
expression:   
As far as technique, I try to just maintain, and try not to let it take control of my 
mind.  There have been a lot of times, especially in the past, when I’m performing 
and I don’t emote at all, I just think about technique, and I think that’s really 
boring for the audience, and it’s not fun as a singer.  So, I try to maintain.  If there 
is anything weird, I just say, “Nope!  It’s in the past!” and just move on. 
In performance, therefore, Madeline asserted that she only allowed a small portion of her 
cognition to center on technical delivery.  
Preparation.  Nervousness leading up to performance motivated Madeline to 
work hard and prepare thoroughly for performance.  She remarked,  
I think that being nervous is part of performing, so if I wasn’t nervous, I wouldn’t 
get anything done.  I don’t think I’d ever be memorized or anything!  So, in that 
way, I think nerves really help me.  I know the more I get nervous, the more I 
prepare, and the less nervous I’ll be onstage.   
When describing an opera performance, Madeline stated that because she was fully 
memorized by the first day of rehearsal, she was able to use the rehearsals to perfect her 
voice and characterization.  “I had the whole rehearsing and blocking period to just 
solidify, so by the time I got onstage, I had no problems.  It was really fine!”  Hailey 
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reported that focusing her mind on characterization seemed to be the best way to manage 
her performance anxiety and perform with freedom.     
Personal and Contextual Factors 
Cognitive Self-Regulation  
Madeline disclosed that during her early years of vocal study, her belief in her 
vocal performance ability was affected by negative messages.  However, she remarked 
that, over time, she had learned to mentally process feedback in order to assess the 
validity of others’ judgments.  She described how she broke down feedback she was 
given and sorted the messages based on her own perceptions: 
Before taking something seriously, I think about how many people have shared 
the same message.  If they’re the first person who tells me something, and then I 
hear it five more times, I’ll start thinking about what I can do about it.  
Being aware of her unique instrument affected how Madeline processed information 
related to performance belief.  Although, at times, the words of others could “sting,” she 
developed the capability to accurately self-assess and trust her own judgment more than 
the appraisals of others.  Madeline mentioned that listening to recordings of herself 
singing enabled her to assess the validity of others’ words.  
I’ll listen to recordings of myself and listen for how accurate the statement is or 
isn’t.  I think of it [the feedback] and I listen honestly to myself on a recording 
and I think, “Is this really true?”  And if I think it is partly true, I try to fix it, but I 
try to keep in mind that it is okay if it’s not true and it’s okay for people not to 
like my voice because, it’s a very subjective thing.  
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Utilizing self-modeling, Madeline focused on what she deemed valid feedback, and 
discarded what she did not find applicable.  She also used master modeling as she 
evaluated feedback in relation to her distal goals:  
I also like to remember to listen to professionals, because I think it is easy to lose 
track of the end goal.  I then try to compare myself to the professionals to 
determine if the comment is really a problem or not.  
Madeline claimed that it was due to her ability to process the information shared by 
others that she was able to move forward with confidence and with a plan for 
improvement.  
Madeline utilized mindfulness to push all negative thoughts aside prior to 
performance: “I try to keep a positive attitude, and I find that the more I tell myself 
positive things about my experiences, the easier it is to progress and the easier it is to 
keep going and focus on the long run.”  When she thought about a person in the audience 
who might not like her singing, she quickly reminded herself that there were likely other 
people who loved the performance.  “I think the longer a performance is, the longer I 
have to tell myself these things.”  The ability to deconstruct and evaluate others’ words, 
coupled with the capacity to manage negative thoughts, appeared to positively influence 
Madeline’s performance belief.   
Student-Teacher Relationship  
Trust.  The student/teacher relationship between Madeline and her voice teacher 
was described as a “joint effort”: “So, I come prepared and she comes with ways to help 
my voice to grow.  And together, I feel like we’re friends, and we’re able to 
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communicate, but in a way that is still respectful toward her as a teacher.”  Having a 
preference for a teacher who was “blunt and honest” over a teacher who was “overly 
kind,” she argued that if a teacher was overly kind, it would be difficult to know how 
well she was actually doing.  
I feel like she is able to give me the critiques I need, and we’re able to work on 
my voice together.  I think by emphasizing my progression as seen over time, 
because I’ve been with her a few years, I’m able to tell that she likes where I’m 
going.  I think that’s positive in that I’m making progress, and she’s able to 
convey that I’m doing good work, and getting somewhere.  I feel very safe there 
(in the studio).    
Madeline said she appreciated her teacher’s honest feedback and that her teacher 
highlighted vocal progress over time. 
 Gender.  Madeline remarked that having a vocal teacher who was female was 
helpful to her vocal learning and development because her teacher could relate to the 
body changes that occurred on a monthly basis.  “It’s nice to have a teacher that’s a 
woman.  I think especially as women, we go through more hormone changes.”  She 
elaborated that because the body is the vocalist’s instrument, everything that affects the 
body also affects the voice.  For this reason, she found it helpful to be able to discuss 
physical changes with her female teacher.  “So, every month, I have my period, of course, 
and I feel like I can talk to her about this more than I could with a man, and she can 
understand and address those things.”  She conveyed that she spoke openly to her female 
teacher and valued that her teacher could relate to how she was feeling physically.   
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Environment 
Safe places.  Madeline described her vocal studio as a safe place.  When asked to 
detail her thoughts and emotions during her studio lessons, she replied that she simply 
tried to do her best.  She focused on improving and understanding what her teacher was 
trying to communicate. Madeline said the following related to how her voice teacher 
created a safe studio environment:   
I feel like she’s super nice to students, and she’s always been very supportive of 
students and the things they want to do.  I’ve never felt like her studio is caddy at 
all, or like she prefers certain students over other students.  I think that makes it a 
safer place. 
She also shared that the culture of the vocal department was “supportive, friendly, and 
welcoming.”   
Harmful domains.  For the most part, Madeline perceived that collegiate 
performance contexts were safe places—the operas, recitals, and master classes.  She did 
cite one context, however, in which the environment seemed a little less safe.  One time 
per year, there was a competition called, Singer of the Year.  During the first round, 
everyone was very supportive of each other.  However, as the competition progressed, 
everyone became a bit less congenial:   
As you get more selective, it gets more quiet, and more serious backstage.  The 
first day everyone is so happy to see each other, and it’s very positive—everyone 
loves hearing each other sing.  As they get more and more selective, and it goes 
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down to ten people, you hear less of that, and it’s not necessarily that people are 
caddy, but it’s not exactly that they’re really welcoming either.  
Safe places, according to Madeline, were environments that were welcoming, friendly, 
and supportive and harmful domains were defined by a spirit of competition and 
comparison.   
Madeline’s Definition of Vocal Success 
 Understanding how Madeline perceived successful vocal performance was an 
essential component in investigating the influence of the four sources of self-efficacy and 
personal/contextual factors on her performance belief.  Because self-efficacy belief is 
task based, and is tied to one’s perception of successful execution of a given task, I asked 
Madeline at the conclusion of the follow-up interview to define successful vocal 
performance.  Her response to defining successful vocal performance was as follows: 
I feel like I’m successful when I’m not getting down on myself during a 
performance, because I think it’s very easy to do that.  If I have communicated 
well and have focused on the song instead of just thinking about whatever, I feel 
like that’s successful—as long as nothing drastic happens, like I have to start over 
again, or failed outright.  I think vocal success would just be, in retrospect, feeling 
like I’ve done my best.  I’m not exactly sure where I’m headed right now, but I 
think as long as I’m doing what I think is right, and I’m trying my best at doing it, 
and not being super lazy or something like that, then I think that’s success.  If I 
want to make money via this, am I trying to do so, and doing my best?  That’s all 
I can ask for.  
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Madeline, therefore, perceived a performance as successful when she focused on the 
meaning of the music (PAS), experienced positive thoughts during performance (PAS), 
and felt she had done her best (PAS).  Madeline’s statement suggested that information 
from physiological and affective states was a strong indicator of vocal performance 
success.   
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PARTICIPANT 2 – ANNA (JUNIOR, MUSIC EDUCATION) 
Vocal Performance Belief 
I feel really confident in myself like if someone asked me, “Can you sing 
something for me?”  I feel like I’d be able to sing.  I just feel really confident in general 
that I can sing well.  I can produce a good sound—put on a good performance. ~Anna  
Anna’s Musical Background 
Anna focused exclusively on piano study until her sophomore year of high school.  
At the time, she saw herself as a pianist, yet decided to join choir for fun. She chuckled as 
she recalled auditioning for choir:   
When I joined the choir, I was so scared!  Like, I could hardly produce 
any sound with my voice.  I was super scared!  But, I had amazing sight-
reading skills because I’d been studying piano and learning to compose.  
So, the choir director was like, “Well, your sight-reading is awesome, but 
your technique is terrible, but I’ll take you anyway!”  Well, maybe she 
didn’t put it exactly like that, but that was kind of the implication [laugh].  
Despite feeling she needed to catch up with all the other choir students who could 
already sing very well, Anna loved choir.  Attending choir was a joyful experience.  She 
loved the sound and emotion of the music and she developed a new understanding of 
music theory and music history.  Soon, she began to take more seriously her singing 
development, trying continuously to improve her technique.  She recalled that when she 
was accepted into all-state choir, she thought, “Oh, I’m actually not bad at singing!”  Her 
passion for choral music had been kindled. 
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 Deciding to major in music education was not an easy choice.  Anna was afraid 
to make music her major because she was concerned about getting a job following 
graduation.  During her freshman year of college, she tried visual arts, drawing, graphic 
design, and Photoshop digital painting.  She applied for several art technology programs, 
but ultimately discovered that being a choral conductor would allow her to continue her 
three passions—playing the piano, composing, and singing.  
Vocal Performance Self-Efficacy Survey – Anna (see Appendix J) 
 Anna’s overall source score was 84 (out of a potential 100), with the totals for 
each of the four sources of self-efficacy as follows: Mastery Experience (83), Vicarious 
Experience (82), Verbal/Social Persuasion (88), and Physiological/Affective States (81).  
I selected Anna as an interview candidate because her responses represented average 
positive source influence.  Mastery experiences related to past performances, overcoming 
challenges, performing complicated music, and performing in large ensembles positively 
influenced Anna’s performance belief.  Although master modeling was rated as a low, 
coping modeling helped Anna gauge her own ability and improve her performance skills.  
Verbal affirmation (VSP) from family members and voice faculty were important 
positive self-efficacy sources, yet friend influence was rated low.  High marks in the 
category of physiological and affective states were assigned to the following two 
statements: “Vocal performance makes me feel good,” and “I have learned to control 
nervousness during performance.”     
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The Sources of Self-Efficacy 
 
Enactive Mastery Experience 
            Studio learning.  Private lessons, group lessons, and master classes were the 
contexts in which Anna perceived she performed to her best ability.  “When I’m in my 
voice lesson and am really trying to impress my voice teacher, and show that I actually 
have practiced, I think those are my best performances—same as masterclasses, or group 
lessons.”  Anna reported feeling comfortable taking risks in front of her voice teacher, but 
was a little less comfortable singing in front of other teachers she did not know well: “So 
when I go in front of other voice teachers that I don’t know as well, it can sometimes 
throw me off and throw off my rhythm a bit.”  A sense of trust, therefore, appeared to 
influence the degree to which Anna was able to achieve mastery experiences in learning 
settings.     
            Practice.  Anna shared that practicing the required nine hours per week was 
sometimes difficult for her: “The practice schedule is rigorous, so sometimes I get very, 
very, tired.”  There were days when Anna admitted to simply trying to “get through the 
practice and be done with it.”  She did not think her best singing occurred in the confines 
of a practice room, yet she maintained she was able to practice efficiently and effectively 
and was able to learn what she determined to learn. 
            Performance.  Anna suggested that collegiate performance experiences 
positively influenced her performance belief.  “I think they’ve all been good experiences, 
well in my college years, they’ve all helped me get better because I’m able to look back 
and be proud of myself like, ‘Yes, I’ve achieved something!’”  Even when she 
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acknowledged that a performance could have been better, the performance itself 
motivated her to continue working to improve her art: 
I look back at the things I could have improved on, and it just makes me want to 
get better.  So, I think performances have always been a confidence builder for 
me.  They’ve never really detracted from my confidence.  
Anna affirmed that reflecting upon her performances and utilizing each performance as a 
learning experience provided motivation to work harder and improve.  
Vicarious Experience 
Master modeling.  At times, watching others whom Anna considered to be expert 
singers caused self-doubt to surface.  “If I watch someone really good, I’m like, ‘Oh man!  
I’m never going to get that good.  Sometimes it can just mess with my emotions.”  As she 
listened to others whom she deemed far beyond her own ability, she wondered if she was 
capable of reaching the master model’s level of performance.  
Coping modeling.  Anna remarked that it was beneficial to observe other 
vocalists improve their technique.  Because she desired to be a choir teacher, she trained 
her mind to analyze what she heard and saw in others.  She described her own mental 
process as an “ongoing dialogue” in her head: “What are they doing wrong?  How can 
they fix it?  How can I explain to them how they can fix it?  How can I best guide them 
and coach them through this?”  Observing others and engaging in an ongoing mental 
dialogue not only prepared Anna for her future profession, but also helped her to focus on 
how to improve her own voice.   
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Competition.  Anna revealed an interesting perspective related to how 
competition affected her.  If she heard someone singing an opera aria, she thought, “I 
don’t care about opera.  I don’t like opera.  I’m not going to be an opera singer.  Have fun 
. . . do your thing!”  If, however, she learned that someone who was also majoring in 
choral education had composed a magnificent cantata, then she “felt tense.”  Because 
Anna loved composing, and aspired to compose for the choirs she directed, seeing 
someone successfully accomplish what she hoped to professionally attain produced 
internal self-doubt.  She wondered, “Am I ever going to be successful like they are?  Can 
I write something as cool as that?”  She admitted that sub-consciously she attempted to 
“nit-pick” the other person’s accomplishment in order to “establish her own superiority.”  
Anna acknowledged this sort of competitive mental game was a waste of time, and in 
these moments, she attempted to remind herself that she did not need to turn another’s 
success into a competition with herself.  “I know it’s petty, and I try to remind myself 
that it’s not about the competition.”  When she was successful at keeping her competitive 
spirit at bay, seeing others’ accomplishments was a motivating force in her development.  
She was able to step back and realize, “That is what I want to do!  I want to do a project 
like that!”  Competition, according to Anna, was damaging to self-belief when it caused 
her to compare her abilities to another’s abilities; however, utilizing competition as a 
means of inspiration and motivation was beneficial. 
Verbal/Social Persuasion  
Feedback.  Before Anna understood what comprised healthy vocal technique, she 
did not have confidence in her singing ability and did not know how to create a good 
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sound.  She stated, “I just didn’t feel I had any confidence at all because I didn’t even 
know how to make a good sound.”  As teachers communicated what she was already 
doing well, and what facets of her voice needed adjustment, Anna reported that her belief 
in her singing ability increased.  “I figured out how to have really good breath support 
and I thought, ‘This is great!  I can actually sing now!’”  Anna remarked that although 
feedback from parents and peers was encouraging, her teachers’ feedback had influenced 
her performance belief most.   
Anna indicated that specific feedback from her voice teacher positively impacted 
her performance belief.  For example, her teacher might say, “The way you lifted your 
soft-palate was good, and I liked your resonance, but you need to work on your vowels.”  
Anna shared an additional insight related to how teachers might convey feedback: 
“Feedback should be focused on the positive, like focused on moving forward rather 
than, ‘You did all these things wrong.’  Even if it’s specific, it needs to be focused on the 
positive.”  Anna claimed that positive, specific, and technique-based feedback made her 
feel that she was singing well and that only small vocal adjustments were needed.   
Encouragement.  Anna shared a performance experience in which feedback from 
her peers influenced her vocal ability perception.  During a music education class, 
comprised of musicians representing a wide range of musical specialties, every student 
was invited to perform.  While each class member performed, the rest of the class 
provided feedback on paper.  Reading the feedback from her peers, she described feeling 
as if a window of understanding was opened, creating a greater understanding of how 
others perceived her voice.  “So, I got one big giant source of feedback for one 
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performance.  It was really cool because I got to see all sides—positive and negative—
from all different perspectives.”  Anna recalled how empowering this particular 
encouraging experience was for her.   
Negative messages.  Anna reasoned that when a teacher gave negative feedback, 
the feedback generally centered on technical aspects of the voice.  For this reason, Anna 
maintained that teachers had the ability to shape feedback in a way that was ultimately 
constructive.  Anna said, “Teachers can appreciate any style of singing because they 
know what kind of work goes into it.  If my teacher says, ‘You didn’t do the crescendo 
right,’ I think, ‘Okay, I’ll work on that.’”  Conversely, Anna maintained that negative 
messages from those who were not highly educated in vocal production generally related 
to whether the listener found the sound pleasing, whether the performance was engaging, 
and other such subjective judgments.  Anna shared, “If my family or peers say, ‘That 
song was really boring!’ That hurts!”  Anna reported that negative feedback from family 
and peers hurt her performing confidence more than negative feedback from a teacher.   
Physiological and Affective States  
Inhibiting states.  Prior to Anna’s formal vocal training, she was extremely 
nervous during performances.  “Back in high school, I didn’t really know what my body 
was doing.  In terms of my emotions, I used to be really, really, really scared.”  She 
confided that, as nerves set in, she lost control of her body and was captive to the anxiety 
she felt.  Collegiate vocal study, however, helped Anna to regain control of her body 
during performance: “Now, I feel like I am able to be calm, express myself, and get into 
the music.  I’m still nervous, but it doesn’t prevent me from singing well.”  Anna 
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reported that, as she learned to control her breath and vocal production, nervousness did 
not negatively impact her performances.  
Facilitative states.  Anna’s remarked that her strongest source of performance 
self-efficacy was how she felt physically and emotionally while performing— “getting in 
touch,” as she described it, with her body and what she was experiencing.  She claimed 
that initially, most vocal students did not recognize physical indicators and/or 
physiological sensations of healthy phonation; yet, over time singers became more 
capable of making alterations to vocal production in the moment.  Anna said, “I feel like 
I’m able to recognize what my body’s doing and alter what I need to alter . . . I’m still 
nervous, but it doesn’t prevent me from singing well.”  Education, training, and an 
awareness of her vocal instrument, therefore, allowed Anna to sing more freely in 
performance.  
Spiritual experiences.  Part of Anna’s ability to shape and filter her own vocal 
self-beliefs was tied to her spirituality:  
I’m constantly trying to pray and focus on the things that I’m doing well, and on 
my highest priorities in life.  I try to see with a spiritual eye.  Like, okay, 
Heavenly Father loves me and is proud of me for what I’m doing.  And, if I get 
negative criticism, it’s okay.  I’ll take that and work with it.  But, I really try not 
to let that [criticism] consume me or bother me too much. 
Anna maintained that living with a “spiritual eye” allowed her to navigate her own 
journey with confidence and assurance that she would find her own personal success. 
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Personal and Contextual Factors 
Cognitive Self-Regulation  
When Anna received negative feedback, she deconstructed the message and 
attempted to understand what the person was trying to communicate.  “Sometimes if I get 
really stinging feedback, I feel hurt, but it doesn’t make me feel less confident in myself.  
I say, ‘I’ll improve.  I can learn from this.’”  If the feedback was from her teacher, she 
generally understood what her teacher was “looking for” and where she “needed to go 
with her voice.”  Thus, deconstructing teacher feedback was not difficult.  When 
feedback was from someone other than her vocal teacher, however, she tried to receive 
the feedback objectively while simultaneously asking herself how she could improve.  
Because her “end goal” was to be a choir director who was able to “model good vocal 
technique for students,” Anna remarked that she avoided obsessing over little things that 
did not relate directly to her career goals.  
Student-Teacher Relationship  
Anna indicated that teacher temperament significantly affected her learning.  She 
recalled a high school choir teacher and a college piano teacher that “terrified” her.  
Given the personality dynamics of the two teachers, she did not feel like she could talk to 
them openly.  Anna compared what it was like to study with teachers who fostered open 
dialogue with those who did not:   
With my high school choir director, I was meeting her for vocal lessons for my 
auditions.  I mean, first of all, I was just starting out with vocal technique so I 
didn’t have very much belief already, like, “I don’t know how to do this!”  She 
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didn’t really help me develop a belief in myself because of the way she would 
explain things.  I just didn’t understand what she was trying to say, so I would try 
to do what she asked and just fail.  So, that was really frustrating for me.  But, 
when I got to college and had Mrs. Grant, who was in charge of women’s chorus, 
she explained things in a way that really made sense, and provided really clear, 
instant feedback for doing right and doing wrong.  And I was like, “Okay, I get 
what I’m doing,” and that helped me feel more self-confident.   
In addition to clearly explaining vocal technique, Anna advocated that teachers be 
mindful of the emotions they portray to their students.  Anna lamented that, at times, 
teachers were “really emotionally invested” and that the student/teacher relationship 
became a “weird emotional thing—like they become angry when kids get something 
wrong.”  In Anna’s estimation, there was a strong link between positive student/teacher 
relationships and positive performance beliefs.    
Anna described her collegiate vocal teacher’s pedagogical style as objective—a 
perfect mix between being positive and supportive, while simultaneously having high 
expectations.  “She’s really strict, but I can tell she loves me and cares about me and 
wants to work with me and really get to know me.”  Anna perceived that her teacher 
understood that life problems may affect the voice; therefore, her teacher cared about 
Anna as a person—her school endeavors, her emotional and physical health, and her 
vocal development.  
Environment 
Anna conveyed that specific performance environments affected how comfortable 
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she felt in performing expressively.  If she performed in a recital or jury, for example, she 
focused on technical delivery, even to the point of feeling “robotic.”  Paramount in her 
mind was the question, “Am I doing all the right things?”  When she was in a less 
intimidating performance situation, however, she described focusing on the emotion of 
the song, communicating with the audience, and becoming the music.   
Safe places.  Anna remarked that her peers in the vocal program were a 
tremendous support to her.  She described the culture of the vocal department as 
“spiritually enlarging and community building.”  Anna said, 
Here we can make a mistake and it’s not going to be the end of the world.  I feel 
more motivated to work really hard and sing well because then people are going 
to be really happy for me like, “Yeah, you did really well!  That was so great!” 
Anna perceived that there was a lot of mutual respect and love among all of the students, 
and student feedback among peers focused on the positive.   
Harmful domains.  Reflecting on what it would be like to perform in an 
environment of intense judgment, Anna stated,  
If I knew that my peers were all judging me and trying to pick little things to 
criticize so they could feel better about themselves, I would probably sing worse.  
I’d be so focused on the negative that it would be kind of paralyzing and I don’t 
think I’d be able to enjoy myself. 
Anna further elaborated on how feeling judged, rather than supported in the vocal studio, 
could negatively impact vocal belief:   
It would kind of become stressful.  Like, constantly keeping score in your head.  
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“Am I doing this right?  Am I doing this right?”  And your performance belief 
would be based on, “Oh, I hope I’m doing all the right things.”  Instead of, “Hey, 
I’ve come this far, and I’ve worked really hard, and my teacher believes in me, 
and I believe in me.”  I think it would be a lot easier to get discouraged and be 
hesitant when you’re singing—more scared of doing things wrong instead of, 
“I’m just going to go for it and believe in myself.” 
Although Anna reported experiencing a great deal of support from her peers and vocal 
teacher, she shared how her learning and performing experiences might have been 
different were the vocal studio and vocal department harmful environments.  
Anna’s Definition of Vocal Success 
Understanding how Anna perceived successful vocal performance was an 
essential component in investigating the influence of the four sources of self-efficacy on 
her performance belief.  Because self-efficacy belief is task based, and is tied to one’s 
perception of successful execution of a given task, I asked Anna at the conclusion of the 
follow-up interview to describe what she considered successful vocal performance.  Her 
response to defining successful vocal performance was as follows: 
I think vocal success is picking up a song, singing it, and enjoying it without 
being too stressed or obsessed with perfection.  Feeling confident in my ability to 
sing, entertain, and edify others, I need to have enough technique under my belt 
that I can enjoy the experience, and not obsess over minute details.  General vocal 
success, then, is joy and satisfaction in what I’m doing and helping others have 
joy and satisfaction at the same time.  
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According to Anna, successful performance was singing without being encumbered by 
perfectionism (PAS).  She also defined success as experiencing joy and helping others to 
have joy and satisfaction through her singing (PAS).  Anna’s statement suggested strong 
source influence from physiological and affective states.     
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PARTICIPANT 3 – ASHLEY (SOPHOMORE, VOCAL PERFORMANCE) 
Vocal Performance Belief 
 Where I am right now, I believe I have a lot to work on, but I believe I have a lot 
of potential.  I think that as long as I work really hard, and listen to what my teacher tells 
me, and practice, then I’ll be able to get better and get to the place that I want to be.  I 
mean, we’re always improving as singers, but I think that as long as I work really hard 
and am diligent then I can get to where I want to be.  Which, I’m not there yet!  So, I feel 
like I’m doing well considering the training that I have, but I do feel like I should be 
doing better.  I just finished my first year in the program, so technically I’m a sophomore 
now.  So, sometimes I get discouraged because I feel like I should be better—you know, 
where I’m at right now in my studies.  But, I still feel like I’m improving, so that’s good—
little by little! ~Ashley 
Ashley’s Musical Background 
Ashley participated in school choir and musical theater performances throughout 
high school.  Although she desired private vocal instruction, her family could not afford 
private lessons.  Because of the many positive musical experiences she had during high 
school, however, she knew she wanted to major in something related to voice.   
Ashley’s collegiate vocal journey demonstrated unbelievable persistence.  She 
auditioned as a senior in high school for admission to the vocal performance major, and 
did not get accepted.  Because it is uncommon for seniors to be admitted to the program, 
she was not discouraged, but determined she would audition the following year.  In order 
to prepare, she talked with the voice faculty, solicited their advice on improving her 
 	
91 
audition, and began studying with one of the voice professors.  She took vocal lessons 
throughout her freshman year, and re-auditioned for the vocal program.  Going into the 
audition, she felt confident and believed she had a good chance of being accepted.  She 
received her second rejection from the vocal department.  Ashley shared her thoughts 
about being rejected a second time: 
I just thought, “I want to do this so badly, and I know I can.  I know I can 
get to that point.” And I thought, “I just can’t give up.”  So, I remember 
that same day I looked up all these quotes on never giving up, and I made 
them my background, and I thought, “No, I’m not giving up!  I’m going to 
keep practicing!”   
Attending a voice lesson one week after receiving the response from the vocal 
department, her voice teacher asked, “What is your back-up plan?”  Ashley responded, “I 
don’t have a back-up plan—majoring in voice is my only plan.”  
Ashley attended one more semester of schooling while preparing for her next 
audition.  The third time she auditioned, she was accepted into the vocal performance 
program.  Ashley stated, “I’m just excited to be here doing what I love and I’m excited 
for what is to come.”  Because of the difficult experiences associated with auditioning 
three times before being accepted, Ashley reported that she became determined to 
succeed and was confident that obstacles and setbacks can always be overcome.   
Vocal Performance Self-Efficacy Survey – Ashley (see Appendix K) 
 Ashley’s overall source score was 87 (out of a potential 100), with the totals for 
each of the four sources of self-efficacy as follows: Mastery Experience (96), Vicarious 
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Experience (68), Verbal/Social Persuasion (93), and Physiological/Affective States (83).  
All responses to questions related to mastery experience indicated a high level of positive 
source influence.  Peer modeling (VE) was not a meaningful influence insofar as 
improving performance skills, yet Ashley reported utilizing vicarious experience to 
compare her performance skills to students of similar ability.  Ashley indicated a strong 
positive influence from friends, family members, and teachers (VSP).  Although Ashley 
associated positive feelings with past performances (PAS), she recorded that she worried 
significantly about making mistakes in performance.  In order to examine her interaction 
with performance anxiety and because I identified vicarious experience as an outlier 
among the sources, I included Ashley as an interview candidate.       
The Sources of Self-Efficacy 
Enactive Mastery Experience  
Ashley’s vocal confidence increased as she performed in practice rooms, voice 
lessons, juries, masterclasses, recitals, and operas.  She said, “Performing experiences 
have definitely increased my vocal confidence because the more you perform, the easier 
it gets.”  As a vocal major, Ashley remarked that she was continually preparing for 
performance or performing, which provided ample opportunities for mastery experiences.  
            Studio learning.  Ashley detailed how the techniques she learned in her studio 
lessons transferred to her practicing and subsequent performances.  During opera scenes, 
for example, Ashley was concerned because she was asked to perform the scene in Cosi 
fan tutte, where Despina enters disguised as a doctor and sings in an unnatural voice.  “At 
first it was really hard for me, to sing it ugly.  I just didn’t know how to do it in a healthy 
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way.”  During her voice lesson, however, Ashley’s teacher taught her how to perform the 
scene in a belt-like technique.  Ashley stated,  
By the end of the lesson I just felt leaps and bounds ahead of where I was.  Not 
that it was solid—I still needed to practice a lot on my own to get to the point I 
felt good about it.  But, I was able to get a start and she showed me basically how 
to sing it without causing tension.   
Ashely recalled feeling successful in her performance of Despina due to the mastery 
experiences she had in her voice lessons. 
            Practice.  Ashley remarked that vocal consistency during practice sessions was 
sometimes uneven:   
There are times in my lessons when I’m at ease, and I’m really in a good place, 
and then, in the practice room, sometimes it’s hard to get back to that place . . . 
Lately I’ve felt like I have good days and bad days in the practice room.  I have 
days when I feel like everything is working so well, and other days when it’s not. 
Although she had experienced some “bad days” in the practice room, Ashley also 
reported that she had experienced many “breakthroughs” during practice when she was 
able to “find the same good vocal place that I had in lessons.”  Ashley argued that 
becoming adept at practicing was a skill that could be developed, but that each person 
must figure out what made personal practice most effective.  She maintained her 
practicing improved as her teacher gave her “specific things to practice,” but she admitted 
she had a “long way to go” in becoming fully efficient.  For Ashley, practicing was most 
efficient when there was an upcoming performance for which she was preparing.  During 
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such times, she reported paying particular attention to diction, language, memorization, 
technique, and delivery.  
            Success and failure.  Ashley shared that performance experiences had a 
significant impact on her performance belief.  When she experienced a good 
performance, and received positive feedback from her teacher and others, she felt 
confident and was convinced that she would “only get better.”  Yet, at times, when a 
performance did not go as well as she hoped, she became discouraged and thought, “Oh, 
well maybe I’m not doing as well as I thought I was.  Am I really improving?  Is all this 
practice really helping?”  Ashley confessed that failure did indeed affect her confidence, 
but simultaneously, she was committed to continual improvement.  Setbacks, she 
claimed, ultimately motivated her to work even harder.  
 Preparation.  Ashley illustrated that the degree to which one prepares for 
performance impacts whether the performance serves to build or hinder performance 
belief.  She compared two recent language lab performances and her level of preparation.  
Preparation for the first performance was lacking and she described the ensuing effects as 
follows:   
I felt embarrassed and ashamed.  I’m a perfectionist, so in performances, I hate 
making mistakes.  I remember thinking, “I should have prepared so much better.  
Now everyone’s going to think that I’m so bad!”  And mostly, I felt bad because 
of what my teacher would think. I really want to do well for her.  I want to 
impress her.  I want to show her that I’m improving.  I remember kind of vowing 
to myself, “I will always prepare the best I can for performances!” 
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According to Ashley, her memorization for performance one had been hasty and she did 
not feel entirely solid on the rhythms and pitches of her performance piece.  Following 
the performance, as was evidenced by the aforementioned quotation, she felt terrible.  In 
preparation for her second performance, Ashley over-prepared.  She not only focused on 
the technical aspects of her performance, but spent a lot of time working on her 
expression.  According to Ashley, the second performance was a great success:   
I was so happy, and that really helped my performance belief because I felt like, 
“Wow!  I just succeeded at what I’ve been working on!  I can only go up from 
here!”  So, it was just so opposite from the other experience.  I just had a lot of 
hope, and a lot of confidence, and I was thinking of the future like, “I’m going to 
do so well singing this song at juries,” and “I can transfer what I did on this song 
to all of my other songs.”  It was great! 
In contrast to performance one, because Ashley entered the performance situation with 
absolute certitude that she was prepared, performance two was a mastery experience that 
provided authentic evidence of Ashley’s vocal performance ability.  
Vicarious Experience 
Coping modeling.  Although Ashley gained much from watching professional 
singers, she said that she learned more from singers who were in the process of learning:   
I think it helps me more to watch singers who are in the process of learning 
because sometimes they have the same issues as me.  I think, “Oh, I do that too!”  
Seeing how they overcome whatever issue they have helps me—it kind of 
imprints on my mind.   
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When she noticed a singer, for example, who was struggling with a similar vocal problem 
to her own, she practiced deconstructing in her mind what she was observing.  She 
mused, “I think their issue is that they have tongue tension.”  Realizing a potential 
solution helped Ashley as she worked on her own voice.   
Ashley shared that while enrolled in freshman group voice lessons, she was able 
to see the various vocal struggles that her peers were experiencing.  Because she saw 
where each of her peers began vocally, she was able to follow their progress and watch as 
they worked through technical issues.  “I was able to see their progress, but I was also 
able to see the problems they had.  Now, when I see those singers perform, I know their 
history, and I know all the things they’ve been working on.”  Ashley asserted that 
watching others overcome vocal difficulty provided a wealth of information for her own 
vocal progress, and developed in her an analytical ear.   
When asked if she had peer models within the vocal program, Ashley said there 
were several singers who “inspired” her.  The singers were of various voice types, so she 
did not necessarily look to them in order to emulate their voices.  Rather, they possessed 
qualities that inspired Ashley to work hard, persist, and make the most of her own 
instrument.  “Everyone has a unique voice, so obviously, my voice won’t sound like 
theirs, but their ability to excel with their voice does inspire me.”  According to Ashley, 
they all had beautiful voices and were great performers.  Most inspiring to Ashley was 
one singer, whom she saw perform long before she was accepted into the program.  To 
see how this particular singer progressed over time made Ashley think she could do the 
same.  Ashley remarked that watching others learn and progress fostered her performance 
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belief because she knew that if she worked as hard as those she admired, she would also 
be able to improve as they had.   
Competition.  When Ashley engaged in competition, she was motivated to do her 
best.  In competition, she described herself as very focused—thinking of all the things she 
wanted to accomplish in her performance in order to make it successful.  “I honestly 
really enjoy it.  I think it’s fun.  I like sharing the message of the song, but also showing, 
‘Here’s what I’ve worked on for months!  I hope you like it!’”  Rather than viewing the 
competitive situation as a comparison between one student and another, she viewed it as 
a time to share.     
In speaking about competition among peers in the vocal program, she said there 
was always a tendency to compare oneself to others—particularly with peers who were of 
the same grade level.  Ashley indicated the natural inclination to categorize voices in the 
following ways: “Oh, I am better than that person,” or “Wow, they’re singing way better 
than I am!”  Such comparisons, contended Ashley, were rarely helpful, and generally 
caused one to doubt one’s own vocal ability since every voice is unique and every vocal 
journey is different.  
Verbal/Social Persuasion  
Feedback.  Ashley remarked that positive words of affirmation made her feel like 
she was doing well, but the words of friends and family members who were not vocally 
trained did not affect her performance belief.  Conversely, Ashely reported that 
understanding the thoughts of those who were highly qualified in vocal performance 
motivated her to continue learning and improving: “I would say that feedback from 
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professors and judges really affects me, and it makes me want to be better.”  She stated 
that feedback from peers in the program also affected her performance belief.  Because 
vocal students witnessed their peers progress throughout the collegiate experience, they 
knew others’ instruments and had an awareness of the learning process in which they had 
engaged.  For this reason, Ashley recalled feeling an increase in performance belief in 
hearing feedback from her vocal peers because when one of her peers complimented an 
aspect of her singing, she “knew they were sincere.”   
Encouragement.  According to Ashley, because she did not take voice lessons 
prior to college, she developed “a lot of bad habits—particularly squeezing the larynx in 
order to create a bigger sound.”  Ashley said the most impactful feedback she received 
was being taught which vocal habits inhibit free flow phonation.  On occasion, her 
teacher asked, “Wait, was that the old way, or was that the new way?”  Then, when 
Ashley was successful at singing freely, her teacher stated, “Your bad habits are gone!  
That was really good because you are releasing those things that have been troubling 
you.”  Receiving words of encouragement, related to specific vocal problems that had 
been overcome, confirmed to Ashley that she was progressing.  Furthermore, Ashley 
became more adept at identifying when she was singing “the new way—correctly—or the 
old way.” 
Negative messages.  Ashley remarked, “When I receive constructive criticism 
from my teacher, I am not hurt by it at all.  I am grateful for it.”  She further elaborated 
that when she received negative feedback from judges, “It can hurt, especially if they’re 
very honest and blunt.  Sometimes it can hurt my self-esteem, but usually I really like to 
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get feedback from people who are qualified to give it.”  While, in the moment, a negative 
message was difficult to hear, Ashley expressed that after reflecting upon the message, 
she was grateful for the information: “If I get negative feedback from someone whom I 
trust, then, I mean, I feel a little bit sad because I worked so hard, but it’s good because I 
realize things about my voice.  It’s kind of like, revelatory.”  When negative messages 
came from those who were not particularly experienced in vocal performance, Ashley 
said she didn’t think much about it because, “I figure I know a lot more about singing 
than they do.”  Ashley maintained that although negative messages might be hurtful in 
the moment, she regarded the messages as important information for her performance 
self-efficacy development.   
Physiological and Affective States 
As Ashley reflected on early vocal study experiences, she recalled feeling a bit 
unsure and thinking, “Am I doing this [technique] right?  What is she [my teacher] going 
to say about this?  Can I really do this?”  Yet, when I asked Ashley, at the time of our 
interviews, how she felt during her studio lessons, she said, “Obviously, it’s different for 
every lesson, but I’d say in general, I feel happy because I love learning how to sing 
better.” She described moments of excitement and happiness in her lessons, particularly 
when she was well-prepared:  
My level of preparedness really affects how I feel.  If my songs are memorized, 
and I feel really good about them, and have practiced a lot, and I’m not worried 
about words, then I’m a lot more excited and less nervous.  Whereas if I’m still 
learning the song and am a little iffy on parts, I feel more nervous. 
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Ashley’s degree of preparation, therefore, appeared to be a determinant of physiological 
and affective indicators during studio lessons. 
Of the four sources of self-efficacy, Ashley said that how she felt physically and 
emotionally during performance had the greatest influence on her performance belief.  
She stated, “If you feel good about a performance, then you’ll believe that you can 
perform well in the future.”  Ashley interpreted a bit of nervousness as excitement and 
anticipation: “There are times that I feel nervous, but it is mostly like, ‘Okay, what do I 
want to do in this performance?  What do I need to be feeling?’”  When she was able to 
control her nerves, she reported that her adrenaline fueled the performance—gave her a 
boost of added energy and a yearning to share her music with the audience.   
Inhibiting states.  Ashley reported that physical symptoms of nervousness had 
historically inhibited her vocal performances.  Performing “on the spot in front of people 
I know really well, like close friends and family” caused her to lose control of her nerves 
and emotions.  In describing situations where nervousness hindered her performance, 
Ashley stated, 
I don’t get enough air.  I don’t breathe enough or get a good breath.  So, that 
causes me to sing more through my throat and my voice becomes less supported, 
less connected.  Which is a big problem!  Nervousness also hinders me from 
relaxing and expressing.  Instead of thinking about expression, I’m thinking about 
nerves.   
Ashley shared that another distractor to expressive performance was guessing what 
adjudicators or audience members might be thinking: “What’s going through their heads?  
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They’re talking!  What are they saying?”  Because physical indicators of nervousness and 
an over-active mind could prevent Ashley from performing freely, she learned to manage 
her body and mind during performance through characterization and mindfulness.      
Facilitative states.  Interestingly, Ashley said, “I feel like I perform better, and 
I’m in more control of my body and nerves when there’s more pressure—like in an 
audition or juries.” Ashley stated that preparedness, mental focus, and characterization 
enabled her to perform well under pressure.  Furthermore, she learned how to channel her 
nervous energy to generate exciting performance: 
I always feel that it’s good to feel at least a little bit of nerves—those nerves can 
just be excitement or anticipation.  So, I feel that when I control my nerves, it 
(nervousness) helps me and gives me that boost of energy—just that excitement 
of wanting to share my songs with the audience.   
Ashley reported that during performance she tried to focus on “what her character would 
think” and what she was “feeling at the moment.”  In so doing, she remarked that her 
nerves often proved the catalyst for increased excitement, expression, and cleaner vocal 
delivery.   
Personal and Contextual Factors 
Cognitive Self-Regulation  
Ashley utilized three filters when assessing the validity of others’ comments 
regarding her voice: (a) frequency; (b) source; and (c) her own perspective.  When 
Ashley noticed that she was receiving the same feedback from others repeatedly, she 
gave the message more credence: “So, when I get the same comment from many people 
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over and over again, then I believe it more because there are multiple witnesses of the 
thing that I need to work on.”  Next, how credible was the source?  “Who tells me?  I 
filter based on that as well—whether or not I trust the person, and that is heavily 
influenced by their experience, their education, and the position that they hold.”  Last, 
and most important, she reflected upon what she thought of the feedback she received.  
“Is the comment valid?  Do I agree with what she said?  Can I feel or see what they are 
referring to?”  Only after the words of others were filtered in such a way did Ashley take 
to heart what had been communicated: 
What you do with the praise, critiques, and encouragement from others is really 
going to determine your success.  If I am doubting myself, well, there’s no way 
I’ll be successful!  But, if I tell myself, “You know you can do this, you’ll be able 
to learn this song, you will succeed,” then I will!  So, I think that if I want to go 
far, I think that it depends completely on me.  I think it’s very much a matter of 
personal drive and performance belief. 
Ashley stated that each person’s vocal journey is very personal.  Although many people 
expressed their opinions related to her singing, she remarked that how she thought about 
her own voice mattered most. 
Prior to performance, Ashley utilized cognitive self-regulation to prepare herself 
mentally to give a successful performance.  “Honestly, my thoughts are trying to pull 
myself up.  ‘Okay you are going to go out and do this…I need to remember breath and 
space.’  You know, whatever I need to remember for the performance.”  Ashley 
maintained that engaging in self-talk built her performance confidence. 
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Student-Teacher Relationship  
Because a teacher’s perspective of a student’s ability may affect the student’s 
performance belief, Ashley suggested that teachers focus on potential rather than current 
vocal ability: 
I think if you can tell that your teacher really believes in you and believes that you 
are capable of performing difficult repertoire, or if they believe in your abilities, I 
think that you do more, and it comes across in the voice lesson.  If they really 
know that you have it in you to sing certain repertoire, then you will feel more 
capable and believe in yourself more.  So, I think that the teacher’s belief in a 
student’s vocal ability really affects the student’s belief.  That’s why I think it is 
very important that teachers do believe in their students and maybe not see them 
for how they are in their current vocal ability, but what they can become. 
As Ashley’s voice teacher assigned challenging, yet attainable repertoire and 
demonstrated belief in Ashley’s vocal ability, Ashley reported feeling that her 
performance belief increased.  Ashley also mentioned the positive influence her teacher 
had on her performance belief when she noticed vocal improvement which indicated 
future success.   
Trust.  Ashley stated that she trusted her voice teacher, valued what she had to 
say, and was eager to learn from her.  “I think we have a good relationship, and I do think 
she believes in me, because I’ve been working on this coloratura aria with lots of high 
runs, and in my last few lessons she has told me, ‘I know you have it in you!’”  
Frequently, Ashley’s teacher asked how she was feeling because it was important for her 
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to know that Ashley was singing healthily and in a manner that did not cause pain.  In the 
following quote, Ashley highlighted how a trusted teacher may influence a student’s 
performance belief:     
I think that you just sing better, it’s just a natural result if your teacher is nurturing 
your performance belief.  And I think naturally you sing better because I think in 
singing, half the battle is what’s going on in your head.  Whether you’re calm and 
relaxed and you think, “I can do this,” or you’re going, “That note is really high!”  
You know?  It all affects your voice.  So, I think if you’re nurturing the 
performance belief, then naturally your technique will be better because you’ll 
think “I can do this!”  You’ll be singing with the idea, “I can be great!”  So, I 
think that positive thinking, that is affected by your teacher, helps you sing better.  
Ashley trusted the words of her teacher because she described her teacher as “frugal in 
her compliments.”  Therefore, when Ashley received a compliment from her teacher, she 
knew it was absolutely genuine.   
 Gender.  When asked if having a teacher of the same or different gender than 
oneself affected vocal learning and development, Ashley affirmed that it did.  Ashley 
suggested that even though it is never the intention of a teacher to have a student copy the 
teacher’s sound, there existed the possibility that the student would subconsciously 
imitate the sound of the teacher.  “Just hearing them model how something is supposed to 
sound . . . I think that can affect the singer, and I think that they sometimes tend to sing 
like the teacher.”  Ashley suggested that it was helpful for a male to take lessons from a 
female, and vice versa, because differing genders might espouse varying perspectives on 
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and approaches to vocal development.  
Environment  
Ashley described her vocal studio as a place of support and camaraderie.  In 
addition, she viewed the vocal program as “tight knit,” but qualified that the degree to 
which one felt close to other vocalists, outside of one’s studio, depended on “how much 
effort you put into reaching out to others.”  According to Ashley, personal interactions 
with vocalists from different studios created open communication and opportunities for 
peer mentoring and collective learning.   
Safe places/harmful domains.  Ashley said that feeling safe allowed one the 
freedom to “take risks, especially with the performance of the song—the acting and 
telling the story.”  She further elaborated: “If you are in a safe place, you’re among 
friends and it’s okay if you mess up.”  Conversely, Ashley stressed that the threat of 
being judged inhibits performance:  
When I feel that I’m not in a safe place, or that, you know, people might judge 
me, I’m not as willing to take risks and I’m not as vulnerable and it’s hard to 
really connect with the character and with the audience because I’m self-
conscious.  
Ashley confirmed that safe places for performance fostered performance ability and 
confidence in that safe places promoted the freedom to experiment and be vulnerable.  
Harmful domains, however, inhibited vocal freedom and expression.    
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Ashley’s Definition of Vocal Success 
Understanding how Ashley perceived successful vocal performance was an 
essential component in investigating the influence of the four sources of self-efficacy on 
her performance belief.  Because self-efficacy belief is task based, and is tied to one’s 
perception of successful execution of a given task, I asked Ashley at the conclusion of the 
follow-up interview to describe what she considered successful vocal performance.  Her 
response to defining successful vocal performance was as follows: 
Well, for me personally, vocal success is any improvement.  I think that singing 
with the least tension possible, ideally no tension is success—singing in a very 
healthy natural way, where you are very engaged, your breath is engaged, and you 
are connected and there’s just no tension, and it’s a natural organic sound. 
Approximately one year after interviewing Ashley, she emailed me a clarification of her 
perception of vocal success: 
My idea of vocal success has significantly changed since I spoke with you.  A 
more accurate representation of my definition of vocal success is using one’s 
whole voice, accessing all of the sound that is possible and finding a ring, or 
squillo.  I often refer to this as being, “in the place.” 
Ashley perceived a performance as successful when she sensed improvement (EME), was 
able to sing without tension (PAS), and as she later clarified, when she was able to sing 
with her “whole voice” (PAS).  Ashley’s statement suggested that information from 
enactive mastery experience and physiological and affective states was a strong indicator 
of vocal performance success.  
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PARTICIPANT 4 – KATHERINE (SOPHOMORE, VOCAL PERFORMANCE) 
 My teacher has told me many times, “You know your instrument.  You are 
capable.  Your instrument is just as good as anybody else’s.  It’s all about the work you 
put in.”  So, I feel like I can perform and do well, but I’m definitely still at a point where 
I’m like very nervous to perform because I’m not so confident in my abilities.  It’s pretty 
good, but I definitely feel I have a lot of room for improvement, which is pretty normal 
because I’m only a sophomore. ~Katherine 
Katherine’s Musical Background 
Katherine completed her freshman year as a vocal performance major, but then 
decided to leave the program.  She shared that being a perfectionist, depending on 
external validation, and comparing herself to others were several challenges she faced her 
first year of college. Describing her experience, she said, 
I have always been a major perfectionist.  I feel like during my freshman 
year I held myself to too high of a standard, and I was relying too much on 
wanting to hear positive feedback from other people.  At the time, I didn’t 
feel like I was getting a lot of that—a lot of it was just, “You need to do 
this.  You need to do that.”  The [voice] teacher I had that year—there was 
one concept she was trying to teach like the whole year, and I just couldn’t 
get it the way she was explaining it.  I was so frustrated because I felt like 
I wasn’t progressing and I wasn’t doing anything right. I was like, “All my 
peers are getting it, and I’m not, so that must mean I’m not good enough 
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to do this.”  So, I left and actually switched to pre-vet—started taking 
chemistry classes.   
Although Katherine decided to change majors, she realized during her second 
year that she missed music and that she wanted to continue singing.  She began taking 
contemporary voice lessons from a different vocal teacher on campus.  In starting lessons 
again, in a lower stress situation, where she was singing for fun, and whereas her teacher 
was very positive, Katherine began to re-gain her confidence in her ability to sing.  
Katherine remembered her second voice teacher giving a lot of positive feedback and 
explaining technical concepts in a way that she understood.  Katherine recalled thinking, 
“Oh, there are still good things about my voice! This is making sense and I’m actually 
progressing!  It feels so good knowing that I can do it and that my teacher has so much 
belief in me.”  While attending the spring opera during year two, Katherine yearned to be 
on the stage.  In that moment, she determined to re-audition for the program.  Katherine 
resumed her vocal performance studies in the fall semester of year three.  
Vocal Performance Self-Efficacy Survey – Katherine (see Appendix L) 
 Katherine’s overall source score was 87 (out of a potential 100), with the totals 
for each of the four sources of self-efficacy as follows: Mastery Experience (94), 
Vicarious Experience (92), Verbal/Social Persuasion (73), and Physiological/Affective 
States (85).  Mastery experience was a strong source influence for Katherine.  She rated 
highly the following mastery experiences: performing in large ensembles, performing 
simple music, performing complicated music, overcoming musical challenges through 
hard work and practice, practice routine, and performing in small ensembles.  Vicarious 
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experience was another strong positive source for Katherine in gauging her vocal ability 
and improving her performance skills.  The outlier source that I detected in in Katherine’s 
survey was verbal/social persuasion.  Although she reported a positive influence from her 
family, she assigned low ratings to: exceeding others’ expectations, affirmation related to 
practice efforts, and friend influence.  Additionally, although she conveyed positive 
feelings related to performance, she shared that she worried about making small mistakes 
in performance (PAS).  Inviting Katherine to be an interview candidate, I was interested 
in investigating how verbal/social persuasion affected Katherine’s performance belief and 
whether her worry about making mistakes was related to feedback from others.        
The Sources of Self-Efficacy 
Enactive Mastery Experience 
            Practice.  The physical space of the practice room did not often facilitate mastery 
experiences for Katherine.  According to Katherine, the college practice rooms were not 
conducive to her best vocal delivery.  “In practice rooms, I feel like most of the time I’m 
just like, ‘Why can’t I sing?’  There’s something about the space . . . I just feel like it 
doesn’t work very well.”  Katherine preferred practicing at home or at her parent’s home 
because she noticed she could access good technique more easily in a different space.  
She stated that the practice rooms were built to dampen sound, so it was difficult to gauge 
resonance and projection:   
I feel like I have no ring [resonance] and begin to push my voice, and don’t 
realize it until my voice is fatigued.  So, there are few times I come out of the 
practice room saying, “Yes!  I did so well at that!”  It’s usually like, “Why do I 
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sound so bad?”  Practice rooms are usually like the worst that I hear from myself. 
Katherine perceived there was a lack of consistency between her level of performance in 
her voice lessons and in the practice room.  At times, she was able to master a technique 
at home, yet the same technique was not replicable in the studio lesson, and vice versa.  
            Performance.  Katherine stated that performance experiences helped her become 
more confident in her singing ability because she learned to trust in herself while seeing 
very positive performance outcomes: “I feel like most of the time I perform, I’m so 
nervous and worried that I’m going to mess up, but I always come out being like, ‘Wow!  
I did that and I did it really well!’”  She recalled very few negative performance 
experiences and described performing well under stress.   
Vicarious Experience 
Master modeling/coping modeling.  Katherine shared that she utilized 
recordings of professional singers when she was learning repertoire and working on 
memory, but she maintained that watching peers work on their vocal technique was most 
beneficial to her technical development.  Professional singers’ performances provided a 
vocal model to work toward, but Katherine argued that discerning how to move from 
point A to point B required the observation of singers who were in the process of 
learning.  “I definitely glean more information when I listen to other students because I 
hear them working through similar problems that I have.”  Katherine described the 
benefits of watching her peers alter their technique in order to produce certain results: 
Masterclasses are awesome because I can hear, “Oh, they did this!”  I can hear 
what they changed to fix their sound, and I can go and apply what I observed to 
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my voice.  It’s harder to hear things in yourself, so, to identify, “That person 
doesn’t really have their breath under them,” and be able to hear it—then I know 
what to watch for in my own voice. 
Katherine mentioned two peer models within the program that she looked to for guidance 
and inspiration: 
It’s been really great to have them.  I have other friends within the program, but 
those two are definitely the people I go to if I feel discouraged, or like, lacking in 
confidence.  They’re always so positive and willing to build anybody up.   
She described her friends as “walking angels…some of the best people I know.”  
Although Katherine and her friends began the program at the same time, her friends were 
a year ahead, due to Katherine’s one year away from the major.  Her peer models 
provided a sounding board when Katherine had questions, concerns, doubts, or needed 
encouragement.   
Competition.  A potential risk of observing peers sing, stated Katherine, is the 
tendency to compare.  She mentioned a girl in the program with a large, beautiful voice. 
As she heard the girl sing, she found herself thinking, “I want to sing like that!  I wish I 
sounded like that!”  She attempted to mimic the desired sound, and then realized that she 
was halting her own progression.  She explained, 
I kind of beat myself up a little bit like, “Why am I not that good?”  Later, I 
realized I was trying to mimic her while I was singing.  I realized I just needed to 
use my own voice.  So, sometimes comparing my voice does kind of hold me up 
in my progression because I think, “Oh, but I want to sound this way!” 
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Particularly harmful to Katherine’s confidence was being double cast in an opera 
scene with a junior vocalist when she was a freshman.  During rehearsal and 
performance, it was clear to Katherine she was not at the other singer’s level.  
I felt so frustrated.  I came out of those performances thinking “I stink at this!”  
That year, in general, I didn’t have any confidence in my ability to do well in the 
program, and I just felt like I didn’t belong there, and that I wasn’t good enough.   
Rather than realizing that her double had several more years of training, Katherine began 
to doubt her vocal ability. 
Verbal/Social Persuasion 
Feedback.  As a freshman, Katherine remembered being very reliant on feedback 
from others as a source of self-efficacy belief.  Unfortunately, Katherine reported that she 
did not receive much positive feedback.  She perceived that she was continually being 
told what things she needed to change about her voice, yet she did not feel that she was 
able to understand how to make the changes. Recalling how she felt at the end of her 
freshman year, she stated, 
I had to regain confidence in myself.  But I do think a lot of it, just the way I 
function, a lot of that did have to come from my teachers.  My first teacher, and 
I’m not putting the blame on my first teacher because it was my decision to leave, 
but I wasn’t getting a lot of positive feedback from my teachers that first year and 
you know, it was like, “It doesn’t seem like my teacher believes in me.  They’re 
getting frustrated with me because I’m not getting this.”  
Over time, the lack of positive feedback and feeling like she wasn’t progressing eroded 
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her faith in her vocal ability.  
Encouragement.  Positive feedback from teachers and peers within the vocal 
program had a significant influence on Katherine’s belief—that she was capable and that 
she should continue singing.  She mentioned one professor, in particular, that was 
complimentary and very open with his encouragement.  In diction class, he assigned her 
“Gretchen am Spinnrade.”  Katherine admitted that the song was a “stretch” for her and 
that even her studio teacher was a bit frustrated that the song had been assigned.  When it 
came time to perform the song in class, the said professor responded with, “This song fits 
your voice so beautifully!  You are a great actress and an amazing singer.”  He proceeded 
to compliment Katherine on her ability to control the stage and present a fantastic 
performance.  Because Katherine’s delivery of the song in diction class went so well, she 
decided to sing “Gretchen” as her opening song at juries.  “That particular instance in that 
class was so motivating.  I was like, ‘I’m just going to work even harder because I really 
feel like I can!’” Reflecting on the experience, Katherine explained that she was 
motivated to work harder because of the belief her professor had shown in her.  
Negative messages.  Just as positive words of encouragement may build belief, 
Katherine illustrated that negative messages may hinder progress and self-efficacy 
perception.  She related an experience in which a group of singers (comprised of 
individuals possessing various vocal abilities) performed for each other.  Because some 
of the students were studying vocal pedagogy, they capitalized on the situation to identify 
vocal “problems” in their peers.  Katherine overheard some of the comments made about 
her voice and was hurt:   
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It was really hard!  It took a couple weeks to shake it.  I was like, “Get out of my 
head.  It doesn’t matter what they said.  I just need to keep doing what I’m doing.”  
So, yes, the words of others make a huge difference.   
Katherine maintained that when negative feedback came from her teacher, it was 
constructive because it was meant to help her improve.  Negative feedback from peers, 
however, felt more like criticism.  
Physiological and Affective States  
Inhibiting states.  Going into performance, Katherine described feeling 
concerned about the possibility of making mistakes.  Worry, it seemed, was the catalyst 
to bothersome physical indicators of nervousness.  She mused,  
I feel like it’s kind of weird, just in the last year or so, I get so shaky when I’m on 
stage.  And, that’s kind of a new thing and it’s really frustrating.  Sometimes it 
helps like, when I’m singing “Gretchen” or another piece that’s emotional.  I kind 
of try to control it and make it look intentional.  But, it’s kind of frustrating 
because I feel like I don’t have as much control over my body.  
Katherine relayed that, at the time of our interview, physical symptoms of nervousness 
had become more visible and were a hindrance to her performing. 
Perfectionism.  Katherine confided that being a perfectionist was a hindrance to 
her vocal growth during her freshman year.  Because she held herself to an unrealistically 
high standard, and didn’t feel like she was achieving the results she desired, her belief in 
her vocal ability suffered.  In reflecting upon her mind state her freshman year, she said, 
“I feel like I’ve progressed away from that, and I’m okay not being perfect.”  
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Acknowledging that perfect vocal performance was unrealistic, Katherine reported that 
tempering perfectionist tendencies had improved her perception of her vocal abilities.     
Facilitative states.  Although Katherine reported feeling self-conscious about the 
appearance of nervousness, she also sensed that nerves helped her performance.  
Katherine maintained that when nerves set in, everything physiological somehow became 
easier:  
It just comes out easier.  I just float the sound; my vibrato comes out a lot better.  
Something about the nerves actually makes my voice improve and I don’t really 
know what it is.  Is it my heart going crazy?  Because that’s what it feels like!  
Like, after I exercise and sing, I get kind of the same effect.     
Although she could not pinpoint what caused her increased freedom of sound, she 
presumed it was related to body engagement.  Nervousness, therefore, seemed to bolster 
Katherine’s vocal performance quality.   
Preparation.  Katherine attributed her sense of body control during performance 
largely to her level of preparation: “The less prepared I am, the less control I feel because 
I’m just thinking, ‘Okay, don’t forget this or that.’”  When Katherine was well prepared, 
however, she was able to divert her mind to matters of expression and characterization:  
I have been practicing the technique.  My muscles should know what to do.  So, I 
feel like whenever I focus more on getting into character, my technique actually 
gets better.  It seems the emotion informs the bodily things that need to happen.  
So, many times I think, “How am I emoting, and how am I expressing this?”  As I 
focus on character, automatically everything just gets better. 
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With the knowledge that she had prepared her brain and muscles for performance, 
Katherine was able to let go of the technical aspects of performance and focus on 
emotion.  As she centered her mind on “getting into character” she reported that her 
overall vocal performance improved.    
Personal and Contextual Factors 
Student-Teacher Relationship 
 Katherine’s story highlighted the positive and negative effects a teacher may 
have on a student’s self-belief.  Her freshman voice teacher did not accentuate her 
strengths, nor did she explain concepts in a way that made sense to Katherine.  Feeling 
like she did not understand what the teacher was teaching, and perceiving that she was 
not progressing, made Katherine doubt whether she could be successful.  Self-doubt was 
the catalyst for Katherine’s dropping out of the voice major at the end of her freshman 
year.  
 The second voice teacher with whom Katherine studied had a very different 
influence on Katherine’s vocal belief.  She described her teacher as very positive.  
Katherine stated of her second vocal teacher, 
She was so complimentary and she just made it very clear that she believed in me.  
She said, “You need to keep singing.  You need to keep doing this because you’re 
good at it.”  That caused a huge shift in just like my whole paradigm.  So now I 
feel like that put enough confidence in me that I don’t rely on the outward 
feedback as much.  Positive feedback definitely helps, and it’s good, but I feel 
like I just had to have that shift where, you know, like the only person’s approval 
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I need is my own.  I think a lot of it was an attitude shift, but I think a lot of it, 
too, was receiving that positive affirmation from my teacher.  That was huge in 
helping me decide to come back to the program. 
As her teacher communicated specific feedback about the unique qualities in Katherine’s 
voice, Katherine’s view of her voice began to shift.  She believed her teacher’s words and 
began to recognize the potential she had as a vocalist.  Explaining the same concept as 
her first teacher, but in a way that Katherine understood, her classical technique began to 
“click.”   
Environment  
Katherine described her peers in the vocal program as a group of really good 
friends.  Although there was inherent competition as multiple people vied for a particular 
role, the overwhelming feeling was that of support.  There was genuine happiness when a 
colleague exceled, and Katherine said she was motivated, in part, due to her belonging to 
a group where all were trying their best:   
I feel like there really isn’t competition per se in our program because all of us are 
really good friends.  We’re obviously all competing against each other to get 
particular roles.  But, I feel like I’ve come to a point where if my friend got the 
role and I didn’t, I am genuinely happy for her, and it just motivates me to do 
better and try harder so I can get the next break.   
Although every singer was assigned to a specific vocal studio, Katherine described a 
culture of shared knowledge: “We’re all just very open.  You get help from all the 
faculty, and everyone’s just trying to help each other.  I think it’s awesome because I 
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know I benefit from getting feedback from multiple sources.” 
Katherine’s Definition of Vocal Success 
 As was described in the method chapter, participants were informed that they 
could skip any interview questions or opt out of the study at any time.  Katherine chose 
not to complete the follow-up interview.  For this reason, I was not able to collect data 
related to her perception of vocal success.   
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PARTICIPANT 5 – HAILEY (SOPHOMORE, VOCAL PERFORMANCE) 
 I got into the music program, so I feel like I’m decent, but I’m not one of the 
better ones in the program.  So, I’m good for where I’m at now. ~Hailey 
Hailey’s Musical Background 
For as long as Hailey could remember, she loved music.  Throughout high school, 
she sang in choirs, but she recalled that she was never the best, nor did she get cast in the 
leading musical roles.  Hailey stated, “I loved music, not because I was good at it, but just 
because music was such a big part of me.”  When Hailey began college, her plan was to 
get a degree in the humanities and then go to law school.  During her freshman year, she 
enrolled in a basic vocal skills class: 
In practicing for the class, I realized I didn’t really want to study for my other 
classes.  I only wanted to practice music!  I could spend hours in the practice 
room just going through songs and I was like, “This is so much fun!  I want to do 
this!”   
Hailey emailed her basic vocal skills teacher and told her that she wanted to 
audition to be a voice major.  Although Hailey had never sung classically, the teacher 
agreed to coach her and assist her in preparing an audition video.  Hailey did not get a 
call back, but the process of preparing the video proved to be her first step toward 
developing her classical voice. The following semester, Hailey joined the opera chorus 
where she was able to get to know the opera director.  During the summer, she enrolled in 
private voice lessons.  The next school year, she again participated in opera chorus.  She 
maintained that participation in opera chorus made her realize that singing was truly what 
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she desired to do with her life.  She became determined to get accepted into the vocal 
program.  
Hailey prepared her second audition video, and in her words, “miraculously” 
received a call-back.  She stated, “I think it helped to know some of the professors—they 
knew my work ethic.”  Leading up to the live audition, Hailey recalled feeling extremely 
nervous. “I know God helped me so much to get into this program.  I get some pretty bad 
anxiety before performances but He helped me calm down.  I was able to remember all of 
my words.  I was even able to act a little bit.”  Following the live audition, applicants 
were required to pass a theory test.  Hailey shared that she “bombed” the theory test.  She 
took the test four more times and considered it a miracle that she eventually passed with 
the minimum score.  She shared how she felt when she received news of her acceptance: 
I remember I got the email and I couldn’t open it for like three or four 
hours because I was so afraid.  I thought, “I can’t open this in public 
because I’m going to be a hot mess if I get in or if I don’t.”  And it was 
one of the scariest moments of my life just typing in my password!  It was 
so, so hard!  But it was the answer that I wanted and it was seriously a 
miracle that it happened at all.  I am so blessed to be in this program, to be 
able to study at my favorite school in the world, and to study what I love 
so much. 
Vocal Performance Self-Efficacy Survey – Hailey (see Appendix M) 
 Hailey’s overall source score was 61 (out of a potential 100), with the totals for 
each of the four sources of self-efficacy as follows: Mastery Experience (60), Vicarious 
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Experience (63), Verbal/Social Persuasion (72), and Physiological/Affective States (48).  
Most of Hailey’s responses to the survey questions suggested low positive source 
influence from all four sources of self-efficacy.  Responding to questions related to 
mastery experience, she assigned low ratings to the following:  performing in ensembles, 
practicing, performing complicated music, performing simple music, and performing 
solos.  Hailey rated relatively high the question related to comparing her performance 
skills to others (VE), yet comparing her vocal skills to others might have contributed 
negatively to her performance belief.  In reviewing the responses to the survey, it 
appeared that perfectionism and performance anxiety (PAS) might have inhibited 
Hailey’s development of performance belief.  Hailey’s two lowest question responses 
were both in physiological and affective states: “I do not worry about making small 
mistakes” (score rating of 15), and “I have learned or am learning to control nervousness 
during performance” (score rating 30).  Feedback from significant others (VSP) did not 
seem to help her perception of performance ability as she reported low source influence 
from vocal evaluations, teacher encouragement related to performance, and exceeding 
others expectations.  My hope in including Hailey as an interview participant was to 
understand how negative thought processes might interfere with self-efficacy 
development.  Furthermore, because she had reported low source influence from the four 
sources of self-efficacy, I wanted to understand if there were additional factors that 
influenced her performance perception. 
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The Sources of Self-Efficacy 
Enactive Mastery Experience 
            Studio learning.  Hailey viewed studio lessons and master classes as 
opportunities to improve.  Because she entered the aforementioned contexts with a 
mindset that it was okay to make mistakes, she reported that she did not feel the type of 
stress that she experienced in recital or jury performances.  She performed with the 
attitude, “I’m here to improve, and it doesn’t matter if I mess up because they’re here to 
fix it [my voice].”  Hailey maintained that mastery experiences occurred more frequently 
in lessons and master classes than in other contexts because nerves did not inhibit her 
vocal delivery.  
            Practice.  The context of the practice room, according to Hailey, had not always 
been conducive to mastery experience.  During the early stages of Hailey’s vocal study, 
practicing was not as effective as she would have liked.  After about twenty minutes, she 
began to “get bored” and then she resigned thinking, “my practicing is bad, and I don’t 
want to engrain bad habits!”  She discovered that if she broke her practice session into 
three twenty-minute segments, with ten minutes of scripture reading in between each 
segment, she was able to maintain her focus and technique.  
            Performance.  Hailey stated that recital performances were difficult because of 
the pressure to perform well and according to recital protocol.  As a result, Hailey 
declared that her expression was stifled.  Hailey described feeling stilted in her 
expression as she stood still, unable to fully act out what she was singing: “I feel like 
recitals are probably hardest for me, where you’re standing by the piano and there’s not a 
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lot of action.”  As she compared recital and opera performance, she remarked that the 
ability to express music through characterization promoted freedom of voice and body.  
Hailey stated that her most influential mastery experiences occurred as she was able to 
perform expressively. 
Vicarious Experience 
Coping modeling.  Hailey was motivated by watching her peers perform.  
Particularly, as she observed younger peers prepare and perfect difficult music, she 
discerned a competitive nudge pushing her to do better, work harder, and take on greater 
challenges.  She mused, “Hey, if this person who’s younger than me can do it, I can do it 
too!”  Hailey reported that watching the developmental success of her peers was inspiring 
and motivating.    
Master modeling.  Hailey remarked that she tried to emulate singers who 
sounded like her, although she struggled to identify where her voice would eventually 
settle.  For this reason, she identified a master’s student who had a similar voice type who 
had also struggled to “find” her voice.  Interestingly, when Hailey described what she had 
gained from the master’s student, she said,  
She is a really hard worker.  When she was trying to decide whether she was a 
mezzo or soprano, or what her natural voice was, she struggled with that.  But, 
she spent a lot of hours in the practice room, so that’s really inspiring to me.   
Hailey greatly admired the aforementioned singer because hard work was important to 
Hailey and seeing other people work hard motivated her to work harder.   
Hailey recalled attending several masterclasses where world-class opera singers 
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lectured and performed.  Seeing their technique in action—how they maintained freedom 
physically while singing high notes or complicated passages—showed Hailey physically 
how to achieve what she was being taught.  Hailey recalled thinking,  
Okay, these people started out like me.  They were once in an undergraduate 
program, but they worked so hard to get to where they are.  It is possible to sing 
very healthily and have a beautiful voice without any kind of strain.  It is a big 
inspiration for me! 
As was evidenced by the two previous descriptions of master models, in both cases, 
Hailey was inspired to work harder because of the witnessed exemplification of hard 
work.   
Competition.  Hailey thrived in competitive environments.  Her passion for 
competition was developed during participation in high school sports.  She enjoyed 
placing her best efforts alongside another’s best efforts.  In so doing, she found it 
gratifying to see how hard she could push herself.  Competition was also a reminder that 
she could not afford to slacken in her practice efforts:  
Coming back here [after summer break] made me realize I need to step up my 
game.  The rest of the world isn’t on pause while I’m on pause.  So, it’s really 
important for me, at least in my development, to know there’s always going to be 
someone better than me out there, so that helps me to work harder. 
In describing how she felt after a summer of lackluster practice efforts, she 
simultaneously highlighted why competition was important to her motivation and 
progress as a vocalist. 
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Competition motivated Hailey; however, comparing herself to others did, at 
times, hinder her vocal performance belief.  She recalled not feeling very confident in her 
performance ability when she was a freshman.  As she looked around and saw what she 
considered to be tremendous talent demonstrated by the singers in the program, she began 
to question whether she was good enough and if she belonged:   
The first year I started performing, I wasn’t very confident.  I was like, “Wow!  
Everyone is so good!  Like, why do I even sing?  I just can’t even compare to 
them!”  But, as I’ve gotten better, I’ve gained more confidence, and have become 
more comfortable with my own voice.  
Hailey reported that competition motivated her to work hard and improve, yet, 
comparison caused her to doubt her vocal abilities and decrease in motivation.  
Verbal/Social Persuasion 
Feedback.  Hailey perceived positive feedback from peers and parents as a 
gesture of kindness, which she would “just kind of shrug off.”  In contrast, she reported 
implicitly trusting the feedback from her voice teacher and found the feedback 
meaningful.  As will be further discussed in the student/teacher relationship section, 
positive feedback from Hailey’s teacher mattered because Hailey believed her teacher’s 
words and knew her teacher meant what she said.   
Encouragement.  During one particular studio lesson, Hailey shared with her 
teacher feelings of inadequacy.  She expressed that she did not feel as good as the other 
singers in the program.  Hailey’s teacher responded by letting her know that when she 
auditioned for the program, each one of the faculty members voted to accept her.  “All of 
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them felt that my voice was good enough.  It had a huge impact on me that these people 
believed in me.”  Hearing that all four faculty members believed in her potential as a 
vocalist helped Hailey persist during times of doubt.   
Negative messages.  Hailey highlighted that singers continually received feedback 
related to various aspects of vocal production and performance.  She asserted, “As a 
singer, you can’t let these things affect you—it’ll break you down.  I’ve definitely fallen 
into that trap before.  I’ve tried to break away from that as of late.”  Ironically, the 
primary source of negative messages was from Hailey herself.  She recounted that when 
she was unable to grasp a new concept in her studio lessons, she became frustrated with 
herself.  She recalled a particular lesson when she was working on evenness of scale.  Her 
teacher suggested an exercise to assist her in moving throughout her vocal range with 
vocal consistency.  As she attempted the new exercise, and was not successful in the 
execution, she became tight, which caused a “worse sound which then steamrolled into 
not a good lesson.”  It appeared that negative mental messages impeded Hailey’s sense of 
performance self-efficacy.      
Physiological and Affective States 
Inhibiting states.  Hailey remarked that she had a “hard time sharing her voice” 
unless she was comfortable with her audience.  Comfort in sharing her voice also applied 
to her studio lessons.  When Hailey was not comfortable with her teacher, she became 
nervous and inhibited.  She also mentioned that frustration with her singing inhibited 
performance:   
If I feel like I’m not doing well, I get stuck in that mindset and I feel like I can’t 
 	
127 
get better.  Sometimes if I spend too much time on a passage and I still can’t get 
it, I get really sad and start feeling worn out and don’t sing healthily.  I just spiral 
down, getting worse and worse.  When this happens, I just need to stop.  
Anxiety leading up to performance was a challenge for Hailey.  Once onstage, her 
anxiety generally improved, but at times, became manifest through shaking arms and 
legs: 
Nerves definitely hinder my vocal technique.  I get tense, my legs shake, and 
when I get tighter legs then I don’t get deep breaths.  In my last jury, that was one 
of the big comments—make sure that you get good, deep breaths even when you 
are nervous. 
Because of past experiences in which she forgot words due to nervousness, she learned to 
over-prepare in order to ensure performance success.   
Facilitative states.  When Hailey was less prepared, she focused on the next lyric, 
the upcoming run, or whatever she perceived needed extra attention.  When she was well 
prepared to perform, however, she was able to let go and focus on acting:  
I think acting is key—it gets my mind off my voice.  I’m working on “Vedrai 
Carino” this semester.  I love the story of Don Giovanni, and Zerlina is an 
interesting character.  During my last lesson, when I was focused on being 
Zerlina, I had a lot more fun, and my sound came out freely.  It gave me back that 
feeling that made me choose to study music.  
She found that when acting as someone else, it was much easier to show a “more secret 
part” of herself with her voice.  Furthermore, when she was able to let go of technique, 
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and focus on acting, most of her anxiety dissipated. 
Personal and Contextual Factors 
Cognitive Self-Regulation  
Negative thought patterns appeared to hinder Hailey’s vocal performance belief.  
She revealed that, due to the high standards she placed upon herself, when she was not 
able to achieve what she wanted in a relatively short amount of time, she experienced 
discouragement and self-doubt.  Hailey recognized that teachers nurtured her confidence, 
yet, her own perception of her voice had a much more powerful influence on self-belief. 
Although Hailey was hard on herself, she was adept at deconstructing and 
filtering the words of others.  With all feedback, Hailey analyzed what had been said and 
deconstructed the message.  Hailey demonstrated how cognitive self-regulation worked 
to her benefit by sharing the following example: “They specifically talked about my 
resonance—that I need to have a more consistent ring.  They said some other mean 
things, but I know from my own experience that my resonance isn’t consistent.”  So, in 
this way, she took bits and pieces of feedback from others that she agreed with and 
discarded the rest.  In addition, if someone told Hailey that she sounded beautiful, but the 
vocal production did not feel right to her, then she did not believe the sentiment.   
According to Hailey, another important factor related to filtering the comments of 
others was knowing her own instrument.  Hailey stated, “Singing is really personal, so 
it’s important to be true to my own technique and to know what hurts me and what 
doesn’t hurt me.”  She expressed an understanding that she would never be a big dramatic 
soprano, or a bright coloratura soprano.  Therefore, as she listened to others perform 
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“phenomenal” arias appropriate for their own voice types, she acknowledged that what 
she was hearing did not align with who she was as a singer.  As Hailey grew more 
comfortable with her own voice, she became more confident:  
I’m probably not going to be a big dramatic soprano, or a coloratura soprano like 
all of these people who are doing these phenomenal arias.  That’s just not who I 
am.  So, I’ve gotten more comfortable in what I can do and in my ability. 
Becoming aware of her own ability, she remarked that her perception of her vocal ability 
increased. 
Student-Teacher Relationship  
Hailey shared how important a teacher’s influence is during frustrating learning 
moments: 
So, generally, I feel like I start out positive [in my lesson] and then I end up 
getting frustrated with myself.  So, it’s important for me to have a teacher who 
can be like, “Yeah, that’s fine.  You’re supposed to let yourself go and be weird 
and crazy.  It doesn’t have to be tight and tense.  Don’t be so serious with 
yourself.”  I just get really mad at myself when I sing sometimes.      
According to Hailey, her voice teacher was a “strong woman”—someone she aspired to 
emulate, not just as a vocalist, but as a person.  Hailey said of her teacher, “She gives 
compliments when they really matter.  When she compliments me, then I know that’s 
when I did a good job.”  Hailey valued the honest and candid feedback her teacher 
provided.    
Hailey described her teacher’s pedagogical style as very technical, with a strong 
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focus on vocal health.  Although Hailey appreciated her teacher’s emphasis on technical 
proficiency, she sensed that a hyper focus on the technical might not have been the best 
approach for her own vocal development.  She said, “Sometimes I get really caught up in 
the little details, and I think I do better with a more holistic approach to singing.”  As 
Hailey concentrated on the minute details of technical singing, she had a tendency to 
become mentally encumbered.  
  At the time of our interview, Hailey was temporarily studying with another 
teacher who espoused a holistic pedagogical style.  She noticed that singing holistically 
freed her mind and voice.  The new teacher employed “action-type instruction.”  Instead 
of saying that a phrase needed more breath support, for example, he would suggest that 
Hailey sing a phrase as if she were “swimming through water.”  With a focus on how 
healthy singing felt, rather than how to technically make a healthy sound, Hailey reported 
that her voice had improved.  One facet of her lessons that she did not like was the 
amount of time spent talking:   
The one thing that is kind of hard for me is that he talks a lot.  It’s kind of 
frustrating to me when I want to sing, and I want to get better, and I feel like his 
talking at me doesn’t actually help.   
Although Hailey enjoyed her new teacher’s sense of humor, and hearing stories about his 
life, she did not appreciate wasted lesson time.  She desired to spend her lesson singing.  
Because the private voice lesson was the environment where participants reported 
experiencing the most enactive mastery experiences, potential mastery experiences were 
likely forfeited as time was spent in superfluous chatter.  Additionally, it was plausible 
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that student/teacher trust was eroded as Hailey’s musical needs were not met.  
In comparing the two teachers’ approaches to building vocal performance belief, 
Hailey revealed that they were on opposite ends of a spectrum.  Her first vocal teacher 
maintained that if one developed excellent vocal technique than belief increased, which 
subsequently improved performance ability.  The second teacher, however, placed belief 
in self first.  He taught that vocal production was better when singers felt good about 
themselves.  Furthermore, he maintained that those who demonstrated confidence were 
more likely to improve their technique and perform at a higher level.  Reflecting on the 
two dichotomous approaches to fostering students’ vocal belief, Hailey stated, “Before 
this semester, I would have said technique comes first—like belief in yourself really 
doesn’t affect you.  Now I would say, I should let myself be confident first, and then my 
technique will follow.”  
 Gender.  Having studied with both male and female teachers, Hailey 
communicated the tendency she had to “mimic” a voice teacher’s sound when the teacher 
was of the same gender.  She said, “I try to make their sound, and it’s not my sound, and 
it’s not usually a healthy sound because I’m coming at it from a bad way.  I’m focused on 
what it sounds like verses what it feels like.”  Having a teacher of a different gender 
allowed Hailey to focus on her own instrument, rather than mimicking the sound of her 
teacher’s voice.  Additionally, with a male voice teacher she conveyed that she was able 
to “get to that good [technical] place a lot faster.” 
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Environment  
Safe places.  A safe place, described by Hailey, was a situation where she was 
able to perform freely.  Being surrounded by people whom she “knew and trusted” 
allowed her to let go and sing to her best ability.  When Hailey was new to her vocal 
studio, the teacher invited all of the students to her home for ice cream sundaes.  This, 
and other gestures of unification built rapport in the vocal studio among all students.  
Because of the focus on unity, there was a strong feeling of camaraderie, friendship, and 
support: “We know each other very well—every single one of us are good friends with 
each other.  There is no animosity.”  Hailey sensed that the closeness she experienced in 
her studio did not exist to the same degree in other vocal studios.  
 According to Hailey, students in the vocal department were all very supportive of 
each other.  She contrasted the high school environment, a very cut-throat and 
competitive environment, with her current situation.  During high school, she recalled, 
even when someone was complimenting another person, there was “always a barb under 
the compliment.”  When she commenced college, she was shocked that her peers were 
genuinely happy when others succeeded.  “It was really a refreshing change to feel that 
positive energy around music instead of cutthroat competition.”   
When asked how a positive and supportive culture had been created at her 
college, she attributed the culture to the faculty.  When faculty selected students for 
admission into the program, they did not base admission solely on VPS (vocal 
performance scores).  Rarely were freshman, direct from high school, accepted into the 
program.  Instead, the faculty admitted students who had been attending one to two years 
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of college already.  In addition to strong vocal ability and potential, the faculty tended to 
select students whom they had observed during their first years of college study.  The 
faculty, then, knew the students who were auditioning.  “They choose students who not 
only are naturally gifted, but those who work hard, and also those who are kind and get 
along with other students in the program.”  Hailey suggested that the faculty selected 
individuals who demonstrated all of the aforementioned traits.    
Hailey’s Definition of Vocal Success 
Understanding how Hailey perceived successful vocal performance was an essential 
component in investigating the influence of the four sources of self-efficacy on her 
performance belief.  Because self-efficacy belief is task based, and is tied to one’s 
perception of successful execution of a given task, I asked Hailey at the conclusion of the 
follow-up interview to describe what she considered successful vocal performance.  Her 
response to defining successful vocal performance was as follows: “Vocal health is the 
most important thing, but I’d also feel more successful if I were able to sing opera 
onstage, and perform professionally.  I feel like I would feel very successful if I were to 
do that.”  Hailey, therefore, perceived a performance as successful when she felt she was 
performing in a healthy manner (PAS) and further defined vocal success as performing 
professionally (EME).  Hailey’s statement suggested that information from physiological 
and affective states as well as enactive mastery experience provided indication of vocal 
ability.   
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PARTICIPANT 6 – SAVANNAH (SOPHOMORE, VOCAL PERFORMANCE) 
 I think for me personally, what I’m able to do is very much tied to what God 
wants me to do combined with my work ethic and what I put into it. ~Savannah 
Savannah’s Musical Background 
Savannah began singing at a very young age.  As she got older, she recalled 
feeling that “the whole little kid Broadway stuff really wasn’t doing it” for her anymore.  
Her voice teacher suggested that she explore classical music.  As Savannah’s classical 
voice began to develop, she participated in several vocal competitions and experienced a 
great deal of enjoyment.   
Prior to Savannah’s senior year of high school, she attended a summer camp at 
Crestmont University where she made a connection with a professor of voice.  She began 
Skype lessons with the professor:   
I saw that I could really do something with my voice, and I just loved it.  It 
was my favorite thing to do.  It was kind of like my escape from things, 
what I enjoyed putting my work into.  Once I saw how much it could help 
and influence other people, I think that’s when I received confirmation 
that it was the right thing because I was able to align what I wanted to do 
with what God needs me to do to help His children.  So, once you 
combine that with the fact that a professor is saying that you can do it, I 
think that’s where my belief came from. 
Savannah auditioned as a senior in high school for the vocal performance degree, and 
was accepted. 
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Vocal Performance Self-Efficacy Survey – Savannah (see Appendix N) 
 Savannah’s overall source score was 80 (out of a potential 100), with the totals for 
each of the four sources of self-efficacy as follows: Mastery Experience (79), Vicarious 
Experience (70), Verbal/Social Persuasion (92), and Physiological/Affective States (80).  
Savannah reported that overcoming musical challenges through hard work and practice, 
performing solos, past performances, performing simple music, and practicing had all 
provided her with opportunities for mastery experience.  Savannah did not mark vicarious 
experience as meaningful in gauging her own performance ability, yet she reported 
utilizing coping modeling as a means of improving performance skills.  Verbal/Social 
persuasion was the source category in which Savannah indicated consistently high 
positive influence, suggesting strong support from family, teachers, and peers.  Although 
Savannah reported feeling good performing and having positive memories of past 
performances, she recorded that she worried about making small mistakes in 
performance.  Of particular interest in including Savannah as an interview candidate was 
to understand how she was able to reconcile performance anxiety and/or perfectionist 
tendencies in relation to performance perception.  
The Sources of Self-Efficacy 
Enactive Mastery Experience  
Collegiate performing experiences increased Savannah’s vocal confidence 
because she experienced “the joy of singing opera, support from faculty, and exceptional 
instruction from multiple professors.”  Savannah maintained that performance 
experiences greatly affect one’s performance belief.  She stated, “I think when certain 
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things happen a number of times, your mindset changes.”  Repeatedly executing 
successful performances, according to Savannah, had fostered her belief in her 
performance ability. 
            Practice.  When Savannah began studying voice, she practiced because she knew 
she was supposed to, and in doing so, she could communicate to her teacher how much 
time she had invested.  Because she was still trying to figure out what was “right and 
wrong” with her voice, structuring practice sessions was often difficult.  She maintained 
she was not able to sing at the same level in her practice sessions as in her voice lessons.  
Furthermore, she explained that she worried about what her peers might think while she 
was practicing: “When I’m practicing in the practice room, I think other people are 
listening and judging whether I should be in the major.”  She admitted that such thoughts 
were not productive and that she needed to “get out of her own head” and simply sing.    
As she matured and progressed in her singing, she reported that her perspective of 
practicing evolved.  She no longer saw practicing as a task to be checked off a list, but 
rather, an opportunity for development.  She described one such transformative practicing 
session from when she was a freshman:  
I was training to be a coloratura soprano.  I was able to sing pretty high in lessons, 
but never on my own.  There was one day I practiced, and I got my voice in a 
really good place on my own.  I was able to sing higher than I had even in a 
lesson!  It was exciting and so motivating to get into that place by myself. 
Savannah’s practicing took on new meaning as she strove to invest her time in personal 
vocal discovery.   
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            Studio learning.  Private vocal lessons proved the context in which Savannah 
experienced the most, “Ah…that’s it!” [mastery] moments.  Savannah described how 
working with a teacher can open one’s vision to what may be possible:  
I was 16 years old.  I had done a small solo voice recital, and I invited different 
teachers [faculty from colleges] to attend.  After the recital, one of the teachers 
approached me and offered to teach me a few lessons.  We spent 
a Saturday morning trying different techniques.  That was the first voice lesson 
where I realized my voice had range and depth to it.  That was the lesson that 
ultimately changed my progress.  That experience of learning and growth in such 
a short period of time made me realize the potential I had; it deepened my love for 
singing. 
Learning in the vocal studio enlightened Savannah’s understanding regarding her 
capability and potential.    
Performance.  Adrenaline, acting, and excitement worked in concert to elevate 
Savannah’s voice beyond what she was able to do in any other situation.  Because of her 
passion for acting, each performance represented a total surrender to characterization and 
expression:   
When I graduated high school, there was a ceremony the day before graduation.  I 
was asked to perform.  I sang “Laurie’s Song” from Aaron Copland’s The Tender 
Land.  The lyrics in that piece were so applicable to the situation.  That was an 
instance where I didn’t feel like I was “performing.”  Rather, I was enlightening 
others; I was actually helping people feel.  That was an experience where I more 
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greatly understood that music can help us feel and express the seemingly 
inexpressible.  
Based on Savannah’s remarks, live performances facilitated her best vocal ability.  
            Preparation.  As Savannah prepared for performance, she gathered background 
information about the composer, time period, and setting of the composition.  Next, she 
meticulously notated a word for word translation of the text.  She then wrote notes in the 
music related to her motivation in order to facilitate her character’s action.  When she had 
done everything she could to prepare, she said that she turned to God and asked, “Help 
me do this.”   
Vicarious Experience 
Coping modeling.  Master modeling allowed Savannah to envision what she was 
striving to become and coping modeling provided her with tremendous guidance during 
her collegiate experience.  Savannah’s freshman vocal studio group proved a source of 
inspiration and support.  She described the camaraderie she experienced with the fellow 
singers in her group:   
We became the best of friends, and we did everything together, and there was 
zero competition there—I mean zero pressure or negative competition.  It was 
great.  For some reason, we all just clicked super well.  I mean, there was 
competition in the sense that we were in the same program, but we were so 
different that there was no friction, and it was great.  It was just one hundred 
percent supportive.  It totally changed my mentality toward competition.   
Savannah asserted that watching others who were developing their technique allowed one 
 	
139 
to observe the live manifestation of vocal function— “what works, what doesn’t, and 
why?”  
Competition.  In the past, competition had caused Savannah to become “self-
conscious.”  She stated, “Competition can kind of freak me out because I do get in 
perfectionist mode with music.”  Because she was a perfectionist, she often focused on 
her vocal deficiencies rather than her vocal strengths.  Looking at others’ strengths, and 
magnifying her own weaknesses caused her to view other singers as better than she was.  
Yet, she further elaborated, “I’ve been working on adjusting my mindset.”  At the time of 
our interview, she stated that instead of viewing competition as a potential threat to her 
self-efficacy belief, she enjoyed observing other people and appreciated the “push to be 
better.” 
Verbal/Social Persuasion 
Feedback.  Feedback from others only affected Savannah to the degree that she 
trusted the communicator.  When a friend or parent presented feedback, they were 
wearing what Savannah termed “the goggles”—whatever she did would be great in their 
eyes, so she did not give their words much credence.  However, feedback from teachers 
and judges, who were well trained in “that certain [classical] technique,” was highly 
valued.  On numerous occasions, honest feedback from teachers and vocal peers provided 
Savannah with validation, and/or direction when she needed it.   
Encouragement.  Savannah shared an experience in which a teacher identified 
vocal potential that Savannah did not see.  At the time, her teacher said, “I can’t 
guarantee that you will get into the voice major, but we’ll work on it.”  A year into vocal 
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study, the same teacher told Savannah that she would likely get accepted into the voice 
program.  Upon hearing a teacher’s candid feedback about her potential as a vocal major, 
Savannah recalled thinking, “If I work hard at this, I can actually do something with it!”  
Verbal persuasion from Savannah’s vocal coach, at a key time in her vocal development, 
positively influenced Savannah’s vocal performance belief because she knew she could 
trust his judgment.   
Negative messages.  Savannah asserted that negative feedback can hurt the 
vocalist, perhaps more than any other type of musician.  “A voice is coming out of you, 
and it’s very vulnerable.  It can be hard to differentiate voice and me.”  Although 
negative comments about one’s voice may feel very personal, Savannah assumed when 
teachers communicated negative messages they were not making a “personal attack,” but 
were trying to help.  
Physiological and Affective States.  
Inhibiting states.  Having taken an eighteen-month break from her vocal studies 
to serve a church mission, Savannah was a little self-conscious about her voice upon her 
return.  Because vocal production involves the intricate functioning of numerous muscles 
and requires constant and consistent conditioning, she perceived that she was not 
performing at the level that she had prior to her mission.  Savannah reported that in her 
voice lessons her teacher would say, “It’s your brain that is not letting you do this.”  
Savannah shared that when people did not feel that they were doing well, it caused them 
to become self-conscious, and “go into shut-down mode.”  At times, feeling physically 
that vocal production was not working as easily as it had previously made her question 
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her vocal ability.  She remarked that performance context also caused certain anxieties to 
surface:   
In some situations, I feel more pressure—like in a church setting—I hate 
performing at church.  Or, if I’m in a masterclass with peers right there, that 
freaks me out and my brain gets so crazy that it actually hinders it [the 
performance] because I’m getting so anxious.   
Intimate performances, therefore, triggered greater amounts of anxiety in Savannah than 
large performances.   
Perfectionism.  When others complimented Savannah’s performance, thoughts of 
weakness surfaced in her mind: “The first thing my brain will do is think, ‘Oh no, no, 
no,’ and just kind of invalidate what I did, even if it was good.”  In addition to not 
agreeing with praise from others, she tended to magnify her mistakes.  She said, “If I do 
something 99% right, I will focus on the 1% that I did wrong.”  Savannah confessed that 
because, at times, she struggled with self-deprecating thoughts related to perfectionism, 
her vocal performance belief suffered.      
Facilitative states.  Prior to performance, as Savannah assumed the thoughts and 
attitudes of another character, she claimed that nerves helped channel her energy.  When 
asked, what thoughts went through her mind as she performed, Savannah said, “When I 
perform, I’m not me, so just the thoughts of the character.”  Because she practiced 
emoting the thoughts of the character during practice sessions, she felt in control of her 
emotions while performing.   
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Spiritual experiences.  Savannah described that during performance, she let go 
completely and allowed God to guide her performance:  
And then I present all that [preparation] to God, and say, “Help me do this.”  It 
makes a huge difference and you aren’t yourself anymore.  In some ways, I feel 
like I don’t have control, but I feel in control at the same time. 
Savannah maintained that she was not in control of her body when she performed.  For 
Savannah, relinquishing body control was a very positive feeling.   
Personal and Contextual Factors 
Cognitive Self-Regulation  
Although Savannah identified herself as her most critical judge, and 
acknowledged possible negative outcomes from perfectionist tendencies, she also argued 
that constructing personal measures to evaluate success was essential to long-term 
tenacity: 
Unless you know how to evaluate success on your own personal level, that 
doesn’t have to do with outside sources, you won’t make it very far.  You have to 
find how you measure your own vocal success as opposed to feedback from other 
people. 
Because feedback from others might be skewed due to a myriad of factors, Savannah 
considered the ability to evaluate her own success, separate and apart from the 
perceptions of others, essential.       
Student-Teacher Relationship  
Savannah had a strong relationship with her voice teacher.  Not only had he 
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provided guidance related to her voice, but he also served as a life coach and confidant.  
She shared the following experience: 
I was kind of going into breakdown mode this week, and I texted him and said, “I 
need to talk to you about my life.  I don’t know what I’m doing!”  He made time, 
and we were able to chat for about an hour, and he helped me out a lot.  I know 
that anything he says he means.  So, it’s helpful to have a coach like that.   
After each lesson, whether she believed she had taken “two steps forward, or two steps 
backward,” she reported feeling empowered and happy with the progress she was 
making.  In musing about the positive feelings she experienced during her voice lessons, 
Savannah surmised that it was not so much what her teacher said to her, but who he was 
as a person, that inspired her most.   
Environment  
 Harmful domains.  Savannah described a harmful domain as an atmosphere of 
“cut-throat competition, where people step on others to build themselves.”  Recounting 
how environment may influence performance, Savannah said, “If I feel like everybody is 
judging my every move, my brain gets weird, and it totally affects what my voice is 
going to do.  It really affects me.”  Although Savannah acknowledged that there were 
sometimes people who were “waiting for you to mess up,” she also knew that others who 
were “cheering for your success.” Savannah had experienced a measure of harmful 
domains throughout her vocal journey, yet, she reported that the environment of the vocal 
department at Crestmont felt very safe.    
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Safe places.  The culture of the vocal department, according to Savannah, was 
supportive.  Peers attended each other’s recitals, and offered insights and advice.  
Savannah maintained that learning in an environment of safety made “a world of 
difference” in building performance ability and confidence—especially “when you’re not 
a pro yet, and you’re still kind of learning.”  She argued, “That kindness makes all the 
difference.”  Savannah also identified her private lesson as a safe place.  In her private 
lessons, she was free to experiment, explore, and receive instantaneous feedback from 
someone she trusted.  “It’s a great time to explore in a safe environment. . . a safe 
environment where you feel like you can actually grow.”  Although growth may not 
generally be considered comfortable, Savannah said that the studio environment was 
indeed a safe place in which growth was not painful.  
Savannah’s Definition of Vocal Success 
Understanding how Savannah perceived successful vocal performance was an 
essential component in investigating the influence of the four sources of self-efficacy on 
her performance belief.  Because self-efficacy belief is task based, and is tied to one’s 
perception of successful execution of a given task, I asked Savannah at the conclusion of 
the follow-up interview to describe what she considered successful vocal performance.  
Her response to defining successful vocal performance was as follows: 
I think a lot of it is the experience you’re able to bring to other people—that has 
to do with technique, and of course acting ability.  But, when you’re able to open 
other people’s minds and help them receive inspiration, or some sort of guidance, 
or some sort of peace—that’s when you did it as an artist. 
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Savannah, therefore, perceived a performance was successful when she provided others 
with inspiration, guidance, and peace through her music (PAS).  Savannah’s statement 
suggested that information from physiological and affective states was a strong indicator 
of vocal performance success.   
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PARTICIPANT 7 – MASON (JUNIOR, VOCAL PERFORMANCE) 
 Like how I feel about it, like how good I feel about it?  I think that’s something 
that tends to change based on my repertoire per semester, which may be kind of random, 
but some semesters there are requirements for certain songs that you have to sing, you 
know.  You have to do a certain number of arias, or a certain amount of songs in German 
or French, so I feel like certain semesters when I’m free to pick my repertoire, I have a 
lot more confidence in my singing and I feel like I’m doing a good job and I can do it.  
But then, in the semesters, for example, in winter, I felt very good about it, but in fall, I 
didn’t feel quite as good about it because I had to do songs just for rep requirements and 
doing those songs that I didn’t necessarily want to do kind of made me feel like, “Oh, this 
doesn’t sound good, or this isn’t really working.”  But then last semester when I was free 
to pick, it kind of changed my view. ~Mason 
Mason’s Musical Background 
 Mason’s musical journey started when he was a young boy.  He sang in several 
musical productions when he was ages six, seven, and eight.  Then, as he began playing 
baseball and other sports, music was set aside for a time.  In middle school, music re-
entered his life as he joined the school band program.  As a sophomore in high school, he 
participated in choir.  His sole purpose for participating in music was that he enjoyed it.  
During Mason’s senior year in high school, he began private vocal lessons.   
 Mason entered college as a political science major, but during his freshman year, 
he met several of the voice faculty, including his current vocal teacher.  Even though he 
was a political science major, he desired to take voice lessons.  He decided, therefore, to 
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enroll in private voice.  One day his voice teacher said, “You know, you could do 
political science, but you could also try out for the voice program.”  Mason auditioned, 
and was accepted as a vocal performance major.  Music meant a lot to Mason, although 
he worried it might be difficult to support a family as a singer.  He planned to complete 
his Bachelor’s degree in vocal performance, and then go to law school.   
Vocal Performance Self-Efficacy Survey – Mason (see Appendix O) 
 Mason’s overall source score was 71 (out of a potential 100), with the totals for 
each of the four sources of self-efficacy as follows: Mastery Experience (75), Vicarious 
Experience (68), Verbal/Social Persuasion (71), and Physiological/Affective States (68).  
Mason’s survey responses suggested low positive source influence from the four sources 
of self-efficacy.  Although Mason reported having mastery experiences performing in 
large ensembles, he suggested negative source influences from performing in the past, 
solo performances, and his practice routine.  It was interesting to note that Mason 
reported high source influence in comparing his performance skills to other students of 
similar ability (VE), yet such comparisons might have hindered his vocal performance 
self-efficacy belief.  Mason reported low positive self-efficacy influence related to 
exceeding others’ expectations with his singing ability, receiving positive feedback on 
vocal evaluations, and being told that his practice efforts had improved his performance 
skills (VSP).  In addition, low marks were assigned to memories of past performances, 
controlling nervousness during performance, and enjoying participating in vocal 
performances.   
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The Sources of Self-Efficacy 
Enactive Mastery Experience 
            Practice.  Mason reported performing at his best in the practice room, where he 
felt unencumbered from nerves.  Mason remarked that it was easiest to structure effective 
practice sessions when he was learning new music.  The way he approached learning a 
new song was very systematic.  If the song was not in English, he first located a 
translation of the text.  Next, he played the melody line on the piano until he was familiar 
with his part.  Additionally, he listened to four or five different performances of the song 
in order to observe different interpretations.  After listening to multiple renditions, he 
selected the version that most closely resonated with his interpretation of the song.  The 
first steps in a practice session were fairly straightforward for Mason because he knew 
what to do.  Beyond learning a song, however, practicing became more nebulous: “How 
do you change something you know, and something that’s accurate into something that 
sounds artful and beautiful?  That transition is much more difficult.” 
 When asked whether he thought teachers could do more to assist students in 
structuring effective practice sessions, Mason responded that teachers are adept at 
providing the right tools, but beyond technical aspects, the practice approach becomes 
more personal: 
I think teachers can tell you what would be appropriate based on the style of the 
piece, but once you know what is appropriate and what is not, I think you kind of 
need to struggle through on your own to figure it [practice] out.   
He reasoned that a teacher could communicate how a student might approach a song 
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technically and stylistically, but as one moved into characterization, one needed to 
reconcile the technical with the expressive.  Thus, Mason argued that navigating how to 
achieve synergy between technique and expression was something that differed from 
individual to individual, and must be discovered personally.   
            Performance.  In comparing his ability to perform successfully in the practice 
room, a voice lesson, a master class, and a recital, Mason stated that his worst 
performances were in the recital context.  That said, he shared that his various collegiate 
performing experiences increased his vocal confidence: “Any time I perform, it ends up, 
overall, improving my confidence.”  Mason stated that singing both as a soloist and as 
part of a choir benefitted his performance development.  
            Success and failure.  Mason recalled many good performing experiences, yet he 
expressed that the negative performances “stuck” [in his mind] more than the positive 
experiences.  He claimed that he had spent more time thinking about the few negative 
experiences because they were easier to remember.  He spoke about two types of changes 
to one’s performance confidence—short term, and long-term.  For example, after 
successfully performing in opera scenes, Mason reported that for two weeks he felt 
confident in his singing ability.  Then, “as time progressed, that good memory started to 
fade.  It faded and was replaced with negative thoughts.”  Dwelling on negative 
performance experiences, Mason acknowledged, was a “confidence drain.”    
Vicarious Experience. 
Master modeling.  Listening to recordings of singers with expert vocal technique 
helped Mason’s belief in his own vocal performance ability.  He shared the following 
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experience: 
While learning “Dove sei amato bene,” I listened to a few recordings of the piece.  
I especially paid attention to the recording of my favorite counter-tenor, Iestyn 
Davies.  As I sang along with him on the recapitulation of the A section, trying to 
learn some of the ornaments that he did, I felt a wave of confidence come over 
me.  I felt like my tone and singing was similar to his.  In actuality, it probably 
wasn’t, but singing along with an amazing singer made my ears hear both of our 
voices together and I felt as though I was singing very well. 
For Mason, master modeling fostered his performance belief when he perceived that his 
voice was similar to the master model’s voice. 
Coping modeling.  Mason remarked that watching singers who had “perfect 
technique’ gave him a vision of what he “should sound like,” but he admitted that it was 
“difficult to get from point A to point B without direction.”  Modeling that he perceived 
to be of most benefit to his vocal development, therefore, was watching singers who were 
near his skill level or a little beyond.  Observing singers who were working on similar 
technical issues was useful to Mason because it provided an “intermediary point” from 
which he could glean requisite information as he solidified his own technique. 
Mason met a female singer in his freshman vocal study class who became an 
inspiration to him.  Because they began the voice program at the same time, and studied 
in a group setting for their first year, Mason was very familiar with where she started and 
how much she had progressed.  She was a “star in the program,” and had grown 
tremendously vocally.  Highlighting the benefits of peer modeling Mason stated,  
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It’s a model of work ethic.  I mean, she’s in the practice room like all day, all the 
time.  She’s always finding new music.  It’s one of those things where it’s so 
refreshing when someone cares so much about something, you know?  And it 
kind of makes you like, “Man, I want to be able to want this just as much!”  And 
in that way, it’s motivating, but not in technique. 
Coping modeling, for Mason, was beneficial to fostering performance belief, both in 
terms of observing others develop their technique as well as providing motivation to 
work hard.   
Competition.  Although Mason suggested that observing others was beneficial to 
vocal development, he indicated that comparing his voice to others hindered vocal 
progress.  On occasion, as he watched someone perform “much better” than he 
performed, self-deprecating thoughts entered his mind.  “You might start to attack 
yourself.  I think it’s a different phenomenon with instrumentalists, but with voice, it’s 
just so personal that it’s kind of like, when someone’s so much better, it’s almost 
impossible not to compare yourself to a certain degree.”  Because Mason perceived the 
vocal program as a competitive major, he tried his best to avoid comparing himself to 
others.  Whenever possible, he competed with himself and used his own successes as 
benchmarks for future growth:  
I try to compete with myself as much as possible because I feel once I get in the 
competitive mode, a lot of times it leads . . . well, instead of using competition as 
a positive force, you kind of start comparing yourself in a negative way.  It sort of 
starts to cause problems within the voice program.   
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Mason stated that, at times, negative comparisons occurred in masterclass performances.  
The following thoughts had a tendency to surface in his mind: “Man this person’s so 
good.  My performance is just going to be embarrassing!”  In a setting of comparison, he 
felt more emotionally guarded and was less likely to perform expressively.  
Verbal/Social Persuasion 
Although Mason expressed that it was nice to hear positive feedback from parents 
and friends, he also remarked that he understood that their performance expectations 
were not very high.  The feedback that meant the most to Mason was feedback from 
teachers:   
They [teachers] have a more rounded view, a clearer view of exactly what they’re 
looking for, you know in technique and presentation—those kinds of things.  So, I 
feel like positive words of affirmation mean a lot more from teachers than 
positive words from my parents or peers.  
When asked if he believed his technique was affected when matters of performance belief 
were not included as part of vocal instruction, Mason responded, 
Yeah, I think so.  I mean, I don’t really know how to explain it, because it’s like 
theoretically, if you do specific things, the result should be the same whether or 
not you’re feeling confident about it.  But, at the same time, it definitely sounds 
different.  So, I don’t know exactly how it’s affected, but I do think that when 
you’re confident, your technique is better.  But I don’t know exactly how that 
works. 
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It was interesting that Mason detected a difference in his singing based on his vocal 
performance belief.  He had discerned that when he felt confident, his singing quality 
actually improved.   
Feedback.  Mason’s voice teacher was quick to acknowledge when Mason 
assimilated what was being taught.  He shared an experience illustrating how specific, 
comprehensible feedback can affect one’s vocal belief.  When Mason auditioned for the 
vocal major, he auditioned as a tenor and was accepted into the program.  Although he 
could have felt buoyed by his acceptance into a highly competitive program, he claimed 
being admitted did not affect his performance belief because he did not receive specific 
feedback related to the audition.  A year into his voice training, Mason’s teacher 
suggested that he experiment with some counter-tenor literature.  After singing several 
songs for his voice teacher, the teacher responded, “Wow! This is really good.  This is 
really a direction I can see you going!”  Mason recalled that he had not before received 
this kind of affirmation about his voice.  He said, “When I was singing counter-tenor, like 
getting that affirmation right away, I could actually see in that moment what he was 
thinking.  So, I switched [to counter-tenor], and I think I’m going to stick with it.”  It 
appeared, therefore, that specific positive feedback, given in a timely manner from a 
trusted teacher, was an important factor in influencing Mason’s performance belief.    
Feedback from teachers, both positive and negative, made an indelible mark on 
Mason’s mind.  Mason recounted how specific song segments became forever associated 
with whatever judgments were passed on his singing on a particular day.  A negative 
comment, for example, would surface in Mason’s mind as, “Oh, last time I did this, it 
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didn’t go well!  This is bad!”  Mason remembered such judgments, whether positive or 
negative, in subsequent performances of the song.  
Encouragement.  Mason referred several times to his vocal performance belief as 
fleeting, and suggested that teachers had the ability to mitigate moments of self-doubt.  
He affirmed that encouragement from teachers played a significant role in shaping 
performance belief:  
Singers, we just tend to lose our confidence really fast.  I don’t know, maybe just 
me.  But I feel like a lot of singers tend to lose their confidence fast so like, one of 
the easiest ways to fix it is when your voice teacher says, “Yeah, that was really 
good!  That was awesome!”—especially if you know that you can trust them.  
The following story illustrated the power of teachers’ words in influencing the 
performance perceptions of their students:   
I went into my lesson super stressed about school and nervous to start singing. 
When I started, all I could think was “Wow!  This sounds terrible!”  I tried not to 
think, but I felt so bad that I hadn’t been practicing as much as I should.  What 
made me feel the worst though, was that I was letting my teacher down.  Even 
though I felt that I was doing badly, my teacher told me that it was a lot better 
than I was thinking, and that I was doing a good job.  His telling me that I was 
doing well helped me to gain the confidence I needed and by the end of the lesson 
everything was back to normal.  
The two aforementioned quotations illustrate that verbal/social persuasion from teachers 
was a powerful indicator of ability for Mason.     
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Negative messages.  Mason maintained that negative messages from peers and 
family members did not influence his belief in his vocal ability; yet negative feedback 
from teachers did.  He shared how a comment from his most recent jury had lowered his 
confidence: 
I remember that one of the comments from this past jury was about my 
presentation, you know, like you need to be more animated—she wrote the word 
animated.  But going into the jury, that was something that I was focusing on, and 
so I would say that negative comments, for me at least, don’t necessarily help 
very much because it like, lowered my confidence.  It didn’t push me to want to 
do better.  Which, kind of made me feel a little bad about that aspect of my 
singing.  Does that make sense?  So, I don’t know if it was a positive thing.  I 
have no doubt that they meant it to be constructive, but for me it wasn’t 
constructive. 
The jury comment was constructive, but because Mason had been focusing on the very 
aspect of performance that the professor suggested he improve, he perceived the 
comment to be negative.  Perhaps due to his own self-doubts, or timing of the feedback, 
the ensuing outcome was discouragement.   
Physiological and Affective States  
Inhibiting states.  Although Mason performed as a child, he asserted that young 
children generally did not realize the social fear that could exist through opening oneself 
to vulnerability through performance.  Other than Mason’s early performance 
experiences as a child, he had not performed as a vocal soloist until college.  He recalled 
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that during his first year in the program, performing was difficult:   
I’d be shaking on stage and all I could think about was, “Oh man, I just need to 
remember the words!”—like that’s all I could think about.  I couldn’t think about 
the expression, you know?  So, in the performance it [nerves] made it very 
difficult.   
Nerves inhibited Mason’s vocal performance during his early collegiate years, yet, he 
found that “just performing more and more, like with more frequency, and having more 
experiences onstage” helped him overcome many of the negative outcomes of 
nervousness. 
Mason described the anxiety he experienced when being judged by a teacher 
during a voice lesson: “If you’re always nervous that they are going to stop while you’re 
singing a song, you know, it can become a little stressful.”  Mason further elaborated: 
I think based on what my teacher focuses on, I think that has an impact on what 
I’m thinking about.  Which might seem counterintuitive, but what I’m thinking 
about tends to make me more nervous.  For example, let’s say I have a teacher 
that thinks a lot about technique—that would make me feel nervous, and make me 
not feel confident, so I’d rather think about feeling or text.  Whereas, if I had a 
teacher that was all about, “Okay, how does it feel?”  I’d rather think about 
technique because thinking about how it feels would kind of stress me out. 
Thus, whatever the teacher’s focus, Mason experienced increased anxiety regarding 
performing that particular vocal function well, causing his body to tense and his mind to 
interfere.  Always trying to discern what the teacher was thinking, and according to what 
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vocal function he was being judged, his anxiety increased as the teacher continually 
interrupted his singing to make corrections.  Experience taught Mason that he actually 
performed better in his lessons when his focus was on something unrelated to what his 
teacher was evaluating.  It appeared that stress related to fear of judgment inhibited his 
ability to mentally process the evaluations of his teacher.   
Facilitative states.  Mason was most effective at abating nervousness during his 
studio lessons by preparing thoroughly.  In describing his thoughts and feelings during 
voice lessons, Mason said,  
I would say that I feel a little bit nervous, you know, because I am going to be 
singing for my teacher and I want it to be good.  Depending on what songs I’m 
planning on singing that day, the nervousness could be more or less just 
depending on how comfortable I am with the piece.  The more comfortable I feel 
and the less stressed I feel, the more confident I feel in voice lessons.   
When Mason was confident with his music, nervous energy transformed into excitement:  
I have the expectation in my mind kind of like, “I’m going to come out of the 
lesson today and I’m going to learn something.  I’m going to have improved—
even if it’s incredibly small, you know, like no one else would notice.  I feel like 
I’m going to improve by going to the lesson.”  I’m always nervous, but also 
usually excited and pretty positive about going to voice lessons.  
Excitement, related to private vocal study, appeared to be fueled by the knowledge that 
Mason would learn something new and that he would improve.  
Mason identified nervousness leading up to a performance as a “push to get 
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better, to feel more confident, and be more comfortable.”  He maintained that if he did 
not feel the nudge of nerves, he would likely be lax in his preparation efforts.  During 
performance, however, Mason viewed nervousness as a negative performance factor.   
How Mason felt during performance was a strong influencer of Mason’s vocal 
performance belief.  He maintained that memories related to how he felt during 
performance were much stronger than memories related to vocal delivery.  He stated, 
“You might not remember how a performance went, but you never forget how you felt 
while you were performing.”  Because Mason associated “good performances” with what 
he thought and felt while performing, Mason’s perceptions of specific performances tied 
directly to physiological and affective states.         
Mason shared that the thoughts that went through his head while performing 
depended on his level of preparation.  He said, “If I’m not quite as prepared as I’d like to 
be, then I will mostly be thinking about text.”  Mason remarked that his best 
performances occurred when he centered his thoughts on “a certain character.”  During 
performance, Mason reported trying to think about a “feeling I want to express.”  He 
aimed to perform expressively and match the emotional demands of the song.  Mason 
claimed that centering his mind on the thoughts of his character calmed his nerves and 
improved his vocal delivery.  
Personal and Contextual Factors 
Cognitive Self-Regulation  
Mason conveyed that filtering thoughts was a difficult endeavor.  When Mason 
received a negative message once or twice, he was able block the message.  If the 
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negative feedback was transmitted multiple times, however, the message became stuck in 
his mind, and was virtually impossible to filter.  Mason stated,  
Where it gets tricky for me is filtering out what I’m thinking.  You know, when 
you talk about my own personal thoughts—that’s where it gets much more 
complicated.  I wish I could just filter out the bad thoughts, but that’s not what 
happens.   
One tool that Mason discovered in combating an active mind was focusing on something 
other than what concerned him.  He shared a performance experience in which he 
successfully managed his thinking: 
I tried my best to think about the text and not the technique, which sadly, is 
difficult for many singers.  As I focused on the words and not the notes, I actually 
felt as though I was singing better than I usually do.  Perhaps focusing on text and 
not on technique augments the confidence of the singer. 
The aforementioned quote revealed that Mason perceived his performances to be superior 
when he focused on the meaning of what he was singing rather than his technique. 
Student-Teacher Relationship 
Mason had been studying with his voice teacher approximately one year.  It was 
with this teacher that he transitioned to, and began solidifying his counter-tenor voice.  Of 
his teacher, Mason remarked:  
I know he cares about his students.  Like, if I had a problem, I feel like I could 
talk to him about it.  So, that’s nice.  It kind of goes beyond a teacher in some 
respects, you know?  And, I would say that [relationship] helps overall, at least 
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for me. 
Although Mason communicated that his teacher routinely demonstrated concern and care, 
it seemed that Mason did not feel entirely comfortable taking risks in his studio lessons.  
As was discussed under the “inhibiting states” section, Mason reported experiencing a 
great amount of anxiety related to making mistakes in his lessons.   
            Trust.  As was mentioned previously, appraisals from teachers strongly 
influenced Mason’s performance belief.  Although his peers had a lot of knowledge and 
he valued their insights, the voice faculty had both the knowledge and experience to 
provide meaningful feedback.  He delineated why he trusted the words of his teacher and 
other faculty members so highly:   
I think part of it has to do with how honest you can be with someone, like a 
person in a position of authority verses your peer.  It’s easier to say what you 
really think when you are in a position of authority.  Besides, it’s also easier to be 
very trusting of them because of the level of experience they have.  You know, if 
someone’s done opera for 20 or 30 years, it’s a lot easier to think, “Yeah, I think 
you’re right.” 
Mason was confident that the voice faculty had a much more accurate picture of what 
comprised healthy vocal technique, character interpretation, and musical expression.  Due 
to Mason’s trust in their knowledge and experience, he sensed the most productive 
support from faculty.   
 Gender.  Mason maintained that the degree to which a teacher could physically 
relate to how he was singing had an impact on his learning and vocal development.  Since 
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changing to counter-tenor, he mused that perhaps a woman could relate more closely to 
his voice: “When I was singing tenor, I felt like men probably understood my voice 
better—my voice type better.  But, now that I’m singing counter-tenor, it’s kind of 
interesting because I feel like maybe a woman would actually understand my voice 
better—how the passaggio works, and the use of head voice.”  Mason’s perception of the 
influence of gender on vocal learning, therefore, had much to do with the degree to which 
a teacher could relate physically to his voice and vice versa.   
Environment 
Mason described the culture in the voice department as one of shared knowledge 
and support: “I feel like not just my voice teacher, but everyone on the voice staff, that 
they really want everyone to be successful.”  Mason mentioned that students took diction 
courses from each of the faculty; thus, they knew each of the faculty members personally 
and were exposed for a time to the pedagogy of each professor.  “I feel like all the voice 
teachers, like, when I see them in the hall, you want to say hi and talk to them because 
they’re all very friendly and they all know who everyone is.”  Students commonly 
switched teachers during their degree study, and Mason said he had never seen an 
instance of bad feelings or jealousy among the faculty members when such a change 
occurred.    
Harmful domains.  Although there was nothing inherently harmful about 
masterclasses, Mason stated that he felt the least safe performing in front of his peers in a 
masterclass-type setting.  He disliked feeling judged and having all of the attention 
focused on him.  Furthermore, the tendency to compare his performance to others was 
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damaging to his performance belief.  He reported that in a setting that he did not perceive 
as safe, he was more likely to forget lyrics or falter in his technique.  In addition, he 
stated that he did not “act out emotionally” because he was emotionally guarded.  He 
remarked, “I feel much more open to take on a character when I’m in an emotionally safe 
space.” 
Safe places.  Mason stated that performing alone in a practice room was the safest 
performance space.  He also mentioned that opera and jury performances felt fairly safe: 
“In opera, like there may be an aria that’s focused on me, but there’s also a lot of the 
opera that would be focused on other people as well.”  Mason confided that he 
appreciated when the focus was not entirely on him.  Yet, he remarked that jury 
performances felt safe as well because he knew the faculty members and believed they 
were cheering for his success.  
Mason’s Definition of Vocal Success 
 Understanding how Mason perceived successful vocal performance was an 
essential component in investigating the influence of the four sources of self-efficacy on 
his performance belief.  Because self-efficacy belief is task based, and is tied to one’s 
perception of successful execution of a given task, I asked Mason at the conclusion of the 
follow-up interview to describe what he considered successful vocal performance.  His 
response to defining successful vocal performance was as follows: 
Success is my feeling something because of the performance.  In performing, you 
want the audience to feel something, but at the same time, I want to be able to 
feel.  Maybe my technique wasn’t perfect.  Maybe my pronunciation of a couple 
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words might not have been exactly right, but at least for me, the purpose of music 
in general is to be able to express an emotion—be able to feel something that with 
words alone would be very difficult to describe.  So, that would be success for 
me.  
Mason, therefore, perceived a performance was successful when he felt, along with the 
audience, “something” because of the music (PAS).  Mason’s statement suggested that 
information from physiological and affective states was a strong indicator of vocal 
performance success.   
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PARTICIPANT 8 – EMMA (JUNIOR, VOCAL PERFORMANCE) 
 I feel that I’ve made a lot of improvement and I’m kind of to the point where I’m 
in this pre-professional place.  My husband and I are doing a lot of auditions—a lot of 
things just to get our names out there.  We’re about to graduate, about to go on to get our 
masters.  We’re not singing on big professional stages, but we are getting paid to sing 
here and there.  I’m starting a vocal studio right now.  So, I feel confident, and I feel I’m 
in a good place, but I also feel like I have a way to go and learn and progress. ~Emma  
Emma’s Musical Background 
 Emma stated that from the time she was a little girl, she loved singing; it was the 
activity she was most passionate about: “My mom always tells the stories about me just 
singing wherever I went, just toddling around singing, always making noise.”  Emma did 
not begin private vocal lessons, however, until she was a senior in high school.  Being 
one of seven children, there was only so much time, and she chose soccer as her extra-
curricular activity.  She participated in school band, playing the French horn in sixth and 
seventh grade, but moved her eighth-grade year to a school where the band program was 
not nearly as excelled as where she had come from.  Finding that she did not enjoy band 
as much as she had previously, she rekindled her love for singing: “I realized that singing 
was what I wanted to do.  I came home, and I would sing.  I didn’t really want to practice 
any other instruments; I just wanted to sing.”  In tenth grade, Emma began singing in 
school choir, and her junior and senior years, she auditioned for the higher choirs.  Just 
prior to her senior year, she began voice lessons, “but at this point, I felt it was kind of 
late for me to want to pursue it on a collegiate level, but I knew I still wanted to do it, 
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even if it was just on the side.”   
 Emma had never seen herself as a classical singer, but her voice teacher 
encouraged her to try, and Emma discovered that the classical space was where her voice 
thrived.  She entered several vocal competitions and found success, and auditioned for 
the school musical and was surprised to be cast in a role.  The experience that had the 
greatest impact on her decision to pursue music in college, however, occurred in a voice 
lesson:   
At a voice lesson, my teacher asked if I was planning on pursuing voice 
further and studying in college.  I’ll never forget that day because it was a 
shock.  I never thought that I could pursue this.  And so, it was definitely, 
for me, one of those experiences where my teacher, my mentor, saw 
something in me that I didn’t at all. 
Emma did not feel ready to audition for the program as a senior, but her teacher put her in 
touch with a [college] professor who would coach Emma throughout her freshman year 
of college.  Emma auditioned for the vocal performance program toward the end of her 
freshman year and was put on the waiting list: “I was first on the waiting list, and kind of 
miracle after miracle, someone dropped out and I started my sophomore year of college 
in the program.” 
Vocal Performance Self-Efficacy Survey – Emma (see Appendix P) 
 Emma’s overall source score was 96 (out of a potential 100), with the totals for 
each of the four sources of self-efficacy as follows: Mastery Experience (97), Vicarious 
Experience (98), Verbal/Social Persuasion (96), and Physiological/Affective States (95).  
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Emma’s survey responses demonstrated strong positive self-efficacy influence from the 
four sources.  All responses to questions related to mastery experience, vicarious 
experience, verbal/social persuasion and physiological and affective states indicated a 
high level of positive source influence.  
The Sources of Self-Efficacy 
Enactive Mastery Experience  
Emma perceived her singing in master classes, recitals, and operas as her best 
performances.  She also recalled mastery experiences that had occurred in the practice 
room and in voice lessons.  At the time of our interviews, she said she was in the process 
of learning how to perform to her best ability in various contexts: “It’s this process of 
learning and balancing between all these different performance mediums, and all these 
different practice mediums.”  Emma acknowledged that every performance environment 
is unique and that achieving mastery experiences in different contexts may require 
different performing approaches. 
            Studio learning.  Emma viewed the learning that took place in her voice lessons 
as very positive.  Even when she was having a difficult day, her teacher was quick to 
adjust the lesson as needed: 
She really tailors our lesson to the circumstance.  So, I feel like no matter the 
lesson, there’s always something positive in it.  And, the general feeling is always 
positive.  I feel that we have very successful lessons, and I never feel like time’s 
wasted, and we’re always making progress. 
Regardless of the focus of the lesson, Emma was of the opinion that lessons provided 
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many opportunities for mastery experiences.  According to Emma, lessons were always 
productive as was evidenced by marked progress.  
            Practice.  Reflecting on her many practice sessions over the past four years, 
Emma admitted, “I’ve had my fair share of horrible ones!”  On occasion, however, 
Emma experienced much success in the practice room.  During such moments, she 
described “completely losing track of all time.  It’s as if I’ve entered a different zone, and 
another force is working through me.”  She stated, “I often reflect on these successful 
moments—remembering often pushes me through the tough times.”  Emma claimed that 
of utmost importance to practicing successfully was “knowing you, knowing how you 
work, and structuring it [practicing] that way.”  She mentioned that she had begun to 
move away from what she termed a “supernatural, perfect performance mentality” and 
was more realistic in her expectations of what she could do.  Instead of feeling pressure 
during practice to “get it all in,” she had begun to adopt a “more relaxed approach.”  For 
example, she found that practicing did not always need to take place in the practice room.  
At times, memorizing words on the couch at home was more productive than drilling 
memorization in a practice room.  Despite assuming a more relaxed approach to 
practicing, she nevertheless began each practice session with a specific plan for what she 
wanted to accomplish.  
            Performance.  Emma shared how preparing and performing the role of Susanna 
in Les Nozze di Figaro built her performance confidence.  When cast in the role, she was 
in the midst of a hectic school semester, working, and preparing for her upcoming 
wedding.  As she glanced at the 500-page score, she recalled feeling completely 
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overwhelmed.  She did her best to prepare for rehearsals, yet as rehearsals began, her life 
continued to be extremely chaotic:  
I was at work from eight to one, and then rehearsal from one to ten, like every 
day.  So, there were multiple times when I thought, “I can’t do this anymore!”  I’ll 
never forget how I felt at the end of that opera, taking the final bows, and 
realizing that I had done it.  And it was this simple yet very overwhelming feeling 
at the same time, that I had done a really hard thing.  It was hard, and it was my 
first time doing something as big as that.  So, whenever I’ve approached 
something hard since that time, I just tell myself, “I did Susanna!  I can do this!” 
Successfully learning and performing the role of Susanna had, at first, seemed to be an 
insurmountable task.  Yet, because she was able to accomplish in performance something 
that was extremely challenging, Emma reported an increase in performance belief. 
Vicarious Experience  
Although observing others generally helped Emma’s vocal development, there 
were times when observing other singers produced frustration.  On occasion, she 
witnessed a particular technique working well in a peer, and to her chagrin, she was not 
able to assimilate the same vocal transformation.  Although such moments were 
discouraging, she recognized that each vocalist develops in one’s own way and in one’s 
own time.  Emma stated, “Taking those things that you see and applying them to how you 
learn is key, because no one learns the same and no one practices the same, and it’s just 
really important to know who you are.”  Recognizing that her vocal learning was a 
unique process allowed Emma to separate occasional frustration from any diminished 
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sense of self-efficacy.    
 Master modeling.  When asked what she gained from observing singers who had 
mastered healthy vocal technique, Emma replied:  
I’m inspired.  I know that they’ve had their own journey to get to where they are, 
and I’m currently in that journey, and I know that I can do it.  I think it’s just an 
inspiring thing to see someone at that point.  But, I also try to keep in mind that 
they’re still learning.  I don’t think that anyone ever arrives.  
Emma was inspired by watching master models, yet she was also able to see their 
performance in a realistic light.  She reported that she did not feel discouraged in seeing 
people who were further along in their vocal journey, rather, she knew she was on her 
own journey and that she would continually learn as she progressed along her unique 
vocal path.      
Coping modeling. Watching singers similar to her own developmental stage also 
generated insight and inspiration for Emma: 
When I watch a singer who’s in the process of learning, I’m also inspired, but in a 
different way.  I feel like I learn things from their process because I’m seeing their 
process, rather than watching someone who’s had an awesome performance.  
Seeing someone in the process of learning, and applying things that they’re 
learning to myself is really beneficial. 
In watching peers learn, she was able to observe the process related to how others 
assimilated classical vocal technique.  Emma remarked that, like master modeling, coping 
modeling was beneficial to her developing performance belief.    
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Competition.  Contexts of competition did not facilitate Emma’s best 
performances.  She claimed that it was much easier to sing well when she was performing 
in a recital context: “I know my mindset when I’m going to perform well and I kind of 
lose that when I go into competition mode.”  She reported feeling that in competition, she 
needed to prove to the judges what she was able to do, whereas in recital, she did not try 
to prove anything, but simply strove to do her best.   
Concerning competition within the vocal program, Emma learned that the only person 
she really competed with was herself:  
I think it’s always interesting to be surrounded by your peers—those who you are 
learning, growing, and developing with.  I think it’s during those times that it’s 
easiest to start those negative thoughts like, “Oh, I’m not as good as that person.”  
But, I decided at the beginning of this that I would never try to get to someone 
else’s level.  I was just going to try to be better than I was the month before, or the 
week before.  And I really feel that has played a huge role in the growth that I’ve 
had.  I haven’t always been perfect at it, but I’ve tried to catch myself when I start 
thinking, “Oh, I need to be like that person . . . I need to sound like that person,” 
because I’ll never sound like that person.  I’ll never perform like that person.  But, 
I can always perform better than I did the time before.  
In making a conscious effort to insulate herself from the negative effects of competition, 
Emma reported that she was able to protect and even foster her self-efficacy belief.    
Verbal/Social Persuasion  
Feedback.  Emma shared an important aspect of managing the effects of 
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feedback on self-belief: “Instead of letting a comment drag you down, you can go back to 
what you believe about yourself.”  Emma seemed to draw strength, and possibly self-
efficacy belief from self-knowledge and a clear understanding of herself and her 
instrument.  Emma asserted that it was imperative to know what one thought of one’s 
own voice in order to stay grounded, especially when one might not agree with what a 
teacher said, or when there was miscommunication.    
Emma confessed that her teacher was not one to give compliments freely or 
express verbally what she thought of a student’s voice and performance ability.  She 
viewed this lack of feedback both positively and negatively: 
I think it has been a good and bad thing for me.  I feel like it’s required me to be 
more confident in myself and not need those words of affirmation from my 
teacher.  But, there have been moments that I just wanted her to tell me what she 
thought.   
On rare occasions, generally in writing, her teacher said, “I’m proud of you.”  Emma 
stated that she remembered those moments, and because her teacher did not frequently 
give compliments, when praise was given, Emma believed her.  Emma said that the lack 
of verbal affirmation from her teacher required her to create her own stability and become 
confident in her own abilities.  Emma acknowledged that there would not always be 
someone available to give her performance feedback; therefore, she learned to ask 
herself, “How do I feel about this?”   
At one point, Emma wondered if she was good enough to pursue voice in 
graduate school.  Although she felt a little uncomfortable, Emma determined she should 
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ask her teacher.  When Emma asked, her teacher responded, “Of course you can go to 
graduate school!”  Her teacher seemed surprised that there was doubt in Emma’s mind.  
Emma stated, “Having had the conversation, and hearing positive words of affirmation 
helped me bump up my game even more, and made me more dedicated to my vocal 
technique, and improving.”  Emma confessed that when she truly desired to know her 
teacher’s thoughts, she approached her teacher and asked for feedback.    
Encouragement.  Emma noted, “When I’m more confident, I perform better.  So, 
when positive beliefs are instilled in you, at least for me, I do better.”  The following 
story illustrated the aforementioned sentiment: When Emma was a freshman in the vocal 
program, she was overwhelmed.  She had entered a program of singers with immense 
talent and she wondered whether she belonged.  During an opera scenes rehearsal, the 
opera coach approached Emma and asked what she hoped to do with her voice.  Emma 
shared that she loved singing and truly wanted to pursue it as a career, but admitted that 
she felt lost in the program.  The coach then told her, “If this is something you want to 
do, you can do it.  I see that in you.”  He then proceeded to tell her not to get discouraged 
by other people who seem to “have it all together.”  He shared that everyone struggles—
everyone has moments when they think they can’t sing, or when they think that they’re 
not good enough.  He said, “I see your work ethic.  I see the growth that you’ve already 
made, and I know if you continue doing this and continue just trying to improve yourself, 
and not compare yourself to other people, that you will go really far.”  Emma reflected on 
this pivotal experience:   
It was at this crucial time where I felt so lost, in an interesting sense, because I 
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knew I loved what I was doing, I just didn’t know if I was good enough to be 
there.  Someone that I respected and admired saw that I could do it, and that 
feedback has pushed me along through the hard times.  
Emma remarked that encouraging words, given at a critical time by someone whom she 
trusted, had a tremendous influence on her belief in her potential. 
Negative messages.  Notwithstanding the encouragement and praise she received 
from many people around her, Emma stated that she was very hard on herself: 
I feel like the most negative person in my vocal journey is myself.  I think it’s 
important and helpful right now, to look at all the people who have always been 
supportive.  There are many more supportive people than the one negative me.  
She recognized her own mind as the source of her negative perceptions, and 
acknowledged how frequently she latched onto negative mental messages.        
Physiological and Affective States  
Interpretation and response.  Emma reported that heightened arousal facilitated 
excellent performance when she was able to manage her nerves.  Controlling her 
emotions and body during performance, however, had been a learning process.  Emma 
recalled performing in church for the first time—her hands were sweaty, and her entire 
body was shaking.  Since her first performance, six years earlier, she had become more 
adept at controlling her anxieties, but admitted that she was continually learning.  She 
reflected, “What are my nerves like before I do a recital?  What are my nerves like before 
I sing an operatic role?”  She maintained that in each situation, her body and emotions 
responded differently.  As Emma became more aware of her responses to various 
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performance situations, and what she could do to manage her thoughts and emotions in 
those different contexts, she shared that her confidence in her performance ability 
increased.   
Facilitative states.  In the practice room and in voice lessons, Emma described 
“seeing two screens.”  She directed 80% of her focus to the technical screen, and 20% 
toward the performance/acting screen.  During performance, however, the two screens 
changed to 80% characterization/performance, and 20% vocal technique.  When Emma 
stepped on stage, she became her character:   
Once I get onstage, I’ve prepared, and I just need to get on and do what I know 
how to do.  So, when I get onstage, I try to throw myself into my character, 
whether I’m in an opera, or whether I’m singing an art song.  I try to do a lot of 
preparation before so I know exactly who I am and what I’m singing about.  
Essential to her letting go onstage was preparation.  She remarked that preparation 
created in her an assurance that the 20% technique screen would carry the technical 
components that she had drilled in practice.   
Personal and Contextual Factors 
Cognitive Self-Regulation 
Emma’s spouse encouraged her to change her negative mindset when he said, 
“You have a gift.  You know you do.  You just have to decide that you can do this.”  
Emma shared how she has begun to regulate negative thoughts:   
When I start having negative thoughts and telling myself negative things, first of 
all, I have to catch it, and realize I’m doing it, and flip it to be constructive.  So, 
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instead of feeling like I totally bombed a performance, and telling myself I can’t 
sing, and can’t do this anymore, I try to analyze the situation and realize what 
went well, and what I can improve. 
In addition to regulating thoughts, Emma argued that it was essential to become grounded 
in one’s own self-belief: 
I think feedback is important and good and helpful, but if there’s anything I’ve 
learned through my journey of my vocal performance major, it is that the most 
important thing is for me to know myself, and to be able to filter the feedback that 
I get, because some things are really helpful and beneficial, but some things are 
really detrimental.  I’ve realized that I need to be confident in myself, where I am, 
even if I have insecurities with my voice, but to know I know myself.  And, to 
trust that I’m able to filter all the feedback I get in this field, and to know who I 
trust with my voice, and when I kind of just thank someone for their feedback, 
and kind of push it aside.  
Emma recounted that knowing herself, her voice, and whom she could trust with her 
voice were essential factors in regulating feedback and thoughts.  
Student-Teacher Relationship  
Emma had studied with the same voice teacher for four years.  She described the 
relationship as “developing and constantly growing.”  During the early stages of Emma’s 
vocal study, her greatest desire was to please her teacher— “to always do what she 
wanted me to do and always get the sound that she wanted me to make.”  Emma learned, 
however, that merely executing what her teacher asked shortchanged her learning 
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because there were times that she needed additional feedback or desired to share how she 
was feeling.  Emma highlighted how important open communication was to the student-
teacher relationship through sharing a moment of miscommunication: 
I was in my lesson with my teacher, preparing for an upcoming vocal 
competition.  I was feeling really prepared and was excited, and certainly a bit 
nervous, to be competing in just a few days.  I was finalizing my repertoire with 
my teacher and asked her opinion and advice on a few voice competition 
strategies/techniques.  She was giving me some advice but then said something 
about how my soubrette-like voice would never compete against some of the 
dramatic soprano voices I was up against.  To say this came as a dagger to my 
heart would be an understatement.  As one who categorizes herself as someone 
who can stay positive, this was not one of those times.  I tried to shake off the 
looming feeling of discouragement and even anger, but I wasn’t successful.  In 
short, these negative thoughts that I couldn’t get out of my head significantly 
affected the way I competed.  It was a horrible experience.  It pushed me into 
wondering if I was even supposed to pursue this musical path.  The comments 
made by my teacher were eating away at me, and I couldn’t seem to shrug them 
off, no matter how hard I tried.  My husband noticed something was wrong, and I 
finally confided in him.  I told him how hurt I was, and how I was beginning to 
believe that I truly would never be any competition to “bigger” (and in my mind, 
better) voices.  
At the encouragement of her husband, Emma confronted her teacher about the comment:   
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I walked into my lesson and explained all that I had been feeling and thinking.  
I’ll never forget the look on my teacher’s face!  She was horrified that what she 
had said had come across the way it did.  We talked about it and she was able to 
clarify what she meant.  I then realized that it had all been a big 
miscommunication. 
Emma described the relationship with her teacher as a “work in progress” in that each 
person continued to learn about the other and “trust each other more.”  They had taken 
the time to cultivate a strong relationship and Emma saw the ensuing effects on her vocal 
learning and growth.   
 Gender.  Understanding that the gender of a voice teacher may influence vocal 
learning and development, Emma maintained that singers respond differently depending 
on teaching style, and the similarity of the teacher’s voice to the student’s voice.  Emma 
was a soprano and had studied with a soprano for her entire collegiate experience.  She 
remarked that studying with a person of the same voice type was beneficial to her.  She 
was aware of other students, however, who were affected differently when a teacher’s 
voice was of similar quality.  Emma surmised that perhaps teaching style was a mediating 
factor.  For example, she elaborated that her teacher did not sing a lot in her lessons and 
therefore did not influence Emma’s perception of how she “should” sound.  
Environment 
When asked about the environment of the vocal department, Emma centered her 
response on the teachers and the culture they had created.   
No department is perfect, and of course there are always issues, but from what 
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I’ve heard about other departments, other universities, other colleges—we have a 
very tight-knit, supportive vocal department.  All the teachers get along, and all 
the teachers support each other.  All the teachers encourage us to get feedback 
from the other teachers, and encourage us to go to a certain teacher if they have a 
specialty that we’re working on.  They really have our best interest in mind.   
According to Emma, the teachers at Crestmont worked very well together and were very 
supportive of both the students and each other.  
 Harmful domains.  Emma defined a harmful domain as an environment in which 
“there is a very judgmental person there, or someone with very strong opinions.”  
Notwithstanding the negative effects of harmful domains, she stated, “In the big picture, 
it doesn’t matter what they think.  People will give their opinion, people will give you 
their advice, and you just have to take what’s helpful, and leave what’s not, and move 
on.”  She admitted that there would be many instances in which she would need to 
perform in front of judgmental people.  Therefore, she said she had begun to develop the 
ability to manage how judgments affected her.  Emma insisted that managing the 
influence of a harmful domain on self-belief must first begin with being aware of the 
situation.  
Emma’s Definition of Vocal Success 
 Understanding how Emma perceived successful vocal performance was an 
essential component in investigating the influence of the four sources of self-efficacy on 
her performance belief.  Because self-efficacy belief is task based, and is tied to one’s 
perception of successful execution of a given task, I asked Emma at the conclusion of the 
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follow-up interview to describe what she considered successful vocal performance.  Her 
response to defining successful vocal performance was as follows: “Even if I didn’t 
technically sing as best I could, if I was able to touch a heart, or change my heart in the 
process, or feel closer to God, that’s vocal success” (PAS).  The aforementioned 
statement indicated that information from physiological and affective states provided 
Emma a strong indication of vocal success. 
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PARTICIPANT 9 – CAMERON (JUNIOR, VOCAL PERFORMANCE) 
 It’s impossible for me to say that I personally have a belief because the truer 
statement would be that I have a belief in the talent that God has given me.  Knowing that 
my vocal ability doesn’t really come from me at all keeps me humble.  It’s a blessing to 
be able to sing, and all the gifts and talents that I have come from Him.  So, I have a 
strong belief that God gives talents for a reason and that He has a specific plan in mind 
for the use of those talents—that’s where my belief comes from.  I know where I’m 
supposed to be and I know God gave me a talent to use for good.  It’s really helpful to 
know that, and I feel like it takes a lot of pressure off.  It keeps me grounded as a 
performer. ~Cameron 
Cameron’s Musical Background 
 Cameron was raised in a very musical family.  His sister had several advanced 
degrees in music, and his grandmother was a professional concert pianist.  He explained 
that musical talent seemed to have skipped his parents, but that the “music bug” bit all of 
his siblings.  Throughout Cameron’s childhood, he participated in many musical groups, 
played the piano and other instruments, and sang in children’s choir.  While singing with 
the children’s choir, he sang in the chorus of Crestmont University’s productions of 
Carmen and La Bohème.  Singing in the opera chorus was Cameron’s first exposure to 
opera, and he described these experiences as magical.  		 Cameron never thought he would pursue voice specifically, but he knew music 
was his passion.  He compiled a composition portfolio and applied for the music 
composition degree, with an emphasis in flute.  Cameron began his collegiate music 
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studies in composition, but during his first year, he participated in the spring opera.  
Finding himself performing on the same stage as when he was a young boy singing in the 
opera chorus, he remarked, “I kind of fell in love with opera all over again!”   
Cameron took a leave of absence for two years while serving a church mission, 
and nearing the end of the mission, his mother casually asked him if he would be 
interested in changing his emphasis from flute to voice.  He considered his mother’s 
words and decided to follow through on her nudging.  Upon returning home, he realized 
that, although he enjoyed composition, his true passion was singing.  As Cameron started 
taking voice lessons and began to find his voice, he was very excited.  Cameron stated, 
“It’s a huge deal to switch career paths entirely, to switch my emphasis, so I prayed and 
thought a lot about it and came to the conclusion that changing majors is what I needed to 
do.”  The voice faculty allowed Cameron to use the end of semester jury as an audition 
for the vocal program and Cameron was accepted into the vocal performance major.    
Vocal Performance Self-Efficacy Survey – Cameron (see Appendix Q) 
 Cameron’s overall source score was 92 (out of a potential 100), with the totals for 
each of the four sources of self-efficacy as follows: Mastery Experience (91), Vicarious 
Experience (86), Verbal/Social Persuasion (93), Physiological/Affective States (96).  
Cameron’s survey responses conveyed a high degree of positive influence from the four 
sources of self-efficacy.  Performing in ensembles was not shown as a strong positive 
influencer of performance belief, yet solo performances, performing complicated music, 
overcoming musical challenges through hard work and practice, and practice routine 
were all scored as significant mastery experiences.  Improving performance skills through 
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watching professional singers, gauging performance ability in relation to others, and 
comparing performance skills to students of similar ability were all reported as influential 
positive vicarious experiences.  However, Cameron rated low the influence of improving 
performance skills by watching someone he knew perform well.  All responses to 
questions related to verbal/social persuasion and physiological and affective states 
suggested a high level of positive source influence.   
The Sources of Self-Efficacy 
Enactive Mastery Experience  
Cameron remarked that he never performed the same way twice.  For example, 
what he might achieve in a studio lessons or a practice room was inevitably different than 
a public performance.  He stated, “In spite of what you do in the practice room or in 
lessons, you just have to be willing to accept something different when the performance 
experiences happen.”   
Rather than feeling frustrated about how different the performances were on different 
occasions and in different contexts, Cameron asserted that different is not necessarily a 
bad thing:  
There have been times when I’ve looked back on a vocal experience, and I 
haven’t performed as well as I did for my teacher, or I haven’t sung as well as I 
possibly could have, but it was still a positive, uplifting performance experience 
because I got out of the way. 
Cameron maintained that he could achieve mastery experiences even when he had not 
executed flawless vocal technique.  He further defined what he considered an enactive 
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mastery experience: 
The value of performance experience is not singing perfectly—that’s not my goal.  
My goal isn’t to have everything technically work perfectly, or to do everything 
that I planned to do in rehearsal.  It is to have those pure, uncontrolled 
experiences.  If I can do that, that’s when I feel I’m successful. 
Mastery experiences, according to Cameron, were performances where he completely let 
go of technical control.  
            Studio learning.  Cameron claimed that a pedagogical technique that fostered his 
performance belief in his private lessons was the tracking of progress over time, from 
lesson to lesson, and within lessons.  Cameron stated,  
It’s really encouraging, even within the context of a single lesson, to be able to 
grasp one specific principle and apply it in a way that I feel successful about it—
in a way that makes me excited coming out of that lesson to perform, and to apply 
it to my practicing sessions. 
Before Cameron had acquired a significant amount of vocal knowledge, he remembered 
feeling discouraged when his voice was not working well.  He recalled feeling powerless 
to reverse whatever ailments he faced because he had not developed a “technical tool kit” 
from which to draw knowledge.  Nevertheless, it was empowering for Cameron to see his 
vocal development over time.  He remarked that as he developed his voice, his technique 
became more consistent and secure and his capacity to implement vocal changes 
increased.  No longer did he feel that good singing was “a matter of luck, chance, or 
fate.”  Furthermore, he remarked that his anxiety leading up to performances diminished 
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in magnitude as he was able to do specific things to get his voice to a consistent place.    
            Practice.  Effective practicing, according to Cameron, was an endeavor that was 
structured according to personal awareness: “As I’ve come to understand myself, how my 
voice works, and what it needs, I’ve been able to structure more effective practice 
sessions.”  Furthermore, although teachers might give students advice on structuring 
practice sessions, Cameron maintained that every voice was different and that successful 
mastery experiences occurred when practice was designed to suit an “individual’s present 
circumstances.”  Cameron asserted that as life changed, and vocal needs varied, 
practicing needed adjusting to better meet the performer’s situation.         
            Performance.  Cameron described how preparing for performance was a very 
controlled process—ensuring that he was 100% prepared in all aspects of his 
performance.  He conveyed that he was able to let go during performance and trust that 
his many hours of preparation would carry his technique and delivery.  Having 
experienced a handful of performances in which he let go and experienced full vocal, 
physical, and expressive freedom, he defined vocal success accordingly: “Once you have 
experienced that, you know it’s totally possible, and that it’s possible to feel that all the 
time.”  Having previously experienced total freedom in performance, Cameron reported 
feeling motivated to recreate the experience again and again.  He recalled deconstructing 
what he needed to “weed out” during performance in order to achieve total freedom 
consistently.  Realizing that the key to successful vocal performance was a mindset of 
“giving,” Cameron stated:  
Everything in voice, and it’s been helpful for me to realize this, is about giving.  
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It’s not about taking at all.  I’ve been blessed so much through performance, but 
it’s because I went in with the intent of giving, and providing an exciting, 
engaging, interesting, exploratory experience for the audience. 
According to Cameron, vocal performance belief was not so much about how he 
perceived his talent, voice, or performing, but rather, how successful he was at utilizing 
performance situations as opportunities for giving and letting go.        
Vicarious Experience 
Master modeling.  In preparing a character role for performance, Cameron 
reported that he listened to recordings of singers whose voices were similar to his own.  
Cameron argued that listening to singers who performed with consistent technique helped 
him visualize how to carry healthy technique over an entire song or opera.  Simultaneous 
to observing those of similar voice type, Cameron also watched many different renditions 
of a role or song in order to understand the many possible interpretations of the music he 
was learning:   
To listen to someone who has mastered the technique that we’re trying to develop 
and who does it consistently, I feel like there’s real value in that.  There’s also real 
value from an artistic and an expressive standpoint—to get ideas from people who 
are performing professionally.   
Cameron maintained there was great value in recognizing that there is not “one set way to 
do things.”   
According to Cameron, master modeling by vocal professors was manifest 
through exemplary personal and career success.  There was one professor, in particular, 
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whom Cameron identified as a role model.  The professor had successfully built a career 
as an opera performer and teacher—one which Cameron desired to emulate:  
He’s just an amazing man.  I feel like he has probably been the most encouraging 
and uplifting example, especially since what I want to do is perform and then 
eventually teach.  So, he has followed the exact trajectory that I want to follow.  
He’s been able to have a highly successful marriage in addition to having a highly 
successful career.  He’s done immense good.  He’s one of the best people I know 
in addition to one of the most talented people I know, and he’s incredibly humble 
in spite of everything he’s achieved in life.  So, I feel he’s definitely someone that 
I look to as an example. 
More important than the professor’s career attainments, Cameron admired his goodness, 
and that, “despite his great worldly success, he had remained humble and good at his 
core.”   
Coping modeling.  Cameron reported that watching singers who were in the 
process of learning was also very beneficial to his vocal development:  
It’s also been really helpful to listen to and observe people who are in the process 
of learning because that’s exactly where we are right now—it makes it a little 
more relevant, it makes it more applicable.  I think we understand more where 
that person is coming from and it helps us place it in the context of what we’re 
experiencing right now.   
Cameron conveyed that maintaining a vision of what he wanted to achieve long-term, 
coupled with an awareness of how others progressed, enabled him to view vocal 
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development as a continuum.   
Competition.  Cameron described himself as a very competitive person— “not in 
the sense of wanting to be better than others,” but rather, possessing a strong desire to do 
his very best.  Although competition might cause some people to consider how they rate 
in comparison to others, Cameron stated that he felt guilty, and that his performance was 
affected negatively when he placed himself up against another:   
Then, it’s not about the value of my performance, it’s about being intrinsically 
better than someone else, which for me is never a fulfilling thing.  It’s an empty 
thing.  I feel like the most fulfilling experiences I’ve had are when I just kind of 
shake off that urge to be better or to want to be better than everyone else.  I just go 
onstage, let go, have a blast, do as well as I possibly can, be happy about it, and 
leave the rest to whatever the judges want to do.  It helps too, that I’ve been in 
enough competitions to know that judging is a subjective thing. 
Early in Cameron’s collegiate vocal study, when comparing his voice (which was 
a higher, lighter Baritone sound) to another singer who had a heavier, richer, and darker 
sound, Cameron recalled wondering whether he should adjust his voice to sound more 
like his counterpart.  Cameron confessed that such comparisons had historically been a 
hindrance to his vocal development and belief: “Especially as a younger singer, it made 
me feel like I needed to do things in the way that they were doing them, in a way that 
wasn’t necessarily healthy or helpful to my voice.  I’ve felt like maybe what I have 
[vocally] isn’t what I need to be giving.”  Cameron was not prone to view competition as 
his ability against another’s, however, he remarked that being double cast had 
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occasionally caused him to compare his voice to his double’s.    
Verbal/Social Persuasion  
Asked whether verbal feedback from others affected his vocal performance 
confidence, Cameron said, “I think it’s a huge part of it.  As a performer, I feel like we 
often gauge our success, for better or for worse, on the reaction of teachers, peers, or the 
audience.”  Cameron maintained that it was difficult not to rely too heavily on the 
opinions of others; yet, he stated, “I try not to let it affect me negatively, and I try not to 
let it make my head too big either.”  Therefore, he did his best not to let positive or 
negative feedback sway his own perception of ability too dramatically.     
Feedback.  Cameron most valued the feedback that came from individuals who 
knew what he was working on and where he had come from vocally: “My wife is number 
one in terms of anchor and support because there’s nothing more stabilizing and 
grounding than having that person who understands exactly what it’s like.”  Next, he 
valued feedback from his teacher because his teacher knew his voice “really well” and 
Cameron perceived that feedback from his teacher was candid.  For example, when 
Cameron asked if he should audition for a particular summer program, his teacher 
encouraged him to wait one year.  Cameron said that he appreciated his teacher’s honesty 
because he realized that waiting a year would indeed increase his chance of being 
accepted.  
Negative messages.  When asked how he responded to negative feedback, 
Cameron said, “I try to accept it humbly and apply it as best I can.”  Although negative 
feedback may hurt, particularly during periods of low confidence, Cameron asserted that 
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knowing that he was in the right place doing what he was supposed to be doing provided 
assurance and confidence to move past difficulty.  He delineated how he filtered 
feedback:  
If it [feedback] comes from my teacher, who knows my voice really well, who 
I’ve worked with intimately one-on-one, who I am working on specific things 
with, and who I trust implicitly, then, of course I’m going to immediately 
implement it and seek to apply it.  But if it comes from a master-class technician, 
for example, who may not know my voice very well, or who might have a 
different way of going about things, then I might take it with a grain of salt, and 
seek to extract what I can, and leave behind the stuff that I don’t need. 
Cameron reported filtering messages according to who shared the judgment and selected 
which feedback to heed based on how intimately the communicator understood his voice. 
Physiological and Affective States  
Inhibiting states.  During performance, Cameron ventured to place himself 
completely in the moment.  Conversely, he reported that if he allowed his mind to focus 
on vocal technique or what his body was doing, he became suddenly caught up in his 
head.  During such times, he described feeling “stilted, stale, and non-authentic.”    
Performance anxiety.  Cameron described nervousness leading up to a 
performance as an annoyance.  Particularly when he was auditioning for a role he wanted 
badly, or was competing and desired to win, he admitted that anxiety sometimes “got the 
best of him.”  He worried about doing all the right things leading up to performance—
eating the right foods, not exerting himself vocally, yet warming up just the right amount.  
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Cameron said that the day of a performance often seemed like a very “stressful balancing 
act”—something that he did not enjoy.  Once it was time for the actual performance, 
however, he remarked that he savored the moment. 
Facilitative states.  Cameron described the effects of nervousness during 
performance: “Everything leaves, and for me that’s a good thing because it allows me to 
inhabit a new mindset, a new thought, a new space.”  During performance, Cameron 
intentionally relinquished control of his body and emotions.  Cameron remarked that 
letting go required trust in his own preparation, in those he performed with onstage, and 
in God.  Reflecting on past performances, he maintained that the most powerful 
performances, as well as the “most sublime spiritual experiences,” occurred when he 
surrendered his sense of control.   
Cameron advocated that in all performances, whether staged and fully costumed, 
or in a more intimate recital setting, one should become completely immersed in the 
character— “thinking the thoughts, seeing the images, smelling the smells, and tasting 
the tastes of whomever you’re portraying.”  He shared his experience playing Marcello in 
La Bohème: 
It was a character that I really connected with.  There was something so special 
playing a character that could very well be my age, who’s an artist, and who 
believes so deeply in the power of art.  And I feel like that kind of unabashed 
realism was something that I connected with on a really deep level.  So, when I 
started performing the opera, I could just let go, and it was an interesting thing 
because I felt like my thoughts were his thoughts.  It was so natural and so 
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wonderful to inhabit that performance space and feel the whole experience. 
Assuming a particular character in performance, according to Cameron, facilitated 
maximum mental, emotional, and physical freedom.    
Spiritual experiences.  When Cameron prayed, the thoughts and feelings he 
experienced were a strong influence in deciding to pursue vocal performance.  He 
described receiving “very specific and tangible responses” that propelled him forward in 
his musical pursuits.  Interestingly, Cameron maintained that had he not received such 
responses from God, he never would have chosen his current career path.  Because he 
was married and knew that he would eventually need to provide for a family, he prayed 
often to ensure that he continued to do what he discerned God would have him do.   
Personal and Contextual Factors 
Cognitive Self-Regulation 
Following performances, Cameron claimed that he routinely reflected upon what 
could be improved, or what made the performance successful in the moment.  He tried 
not to let bad performances discourage him, and attempted to place poor performances in 
perspective:    
I feel like I’ve done a pretty good job of just laughing off when performances 
have gone really, really poorly—realizing that it was one isolated event, that it’s 
not representative of my cumulative vocal experience, that it’s not indicative of 
how good my voice is, or how prepared of a performer I am, that it’s one negative 
experience amidst a myriad of positive experiences that I’ve had.  I always try to 
find the positive in whatever experience I’ve had. 
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Concerning overall vocal performance belief, Cameron asserted that it was essential to 
“self-communicate” on a regular basis.  Cameron suggested the following questions:  
Why am I thinking this thought?  How is it affecting me?  How is this affecting 
the way I’m feeling?  How does this affect the way that I’m singing?  Is it positive 
or negative?  If it is negative, how do I get rid of it?   
Cameron argued that if one does not deal with thoughts and feelings when they arise, 
they will inevitably surface in the future.  During moments of self-doubt, Cameron 
reminded himself of the “continuing sense of confirmation” that he was doing what he 
was supposed to be doing.  Because he knew he was doing what he was meant to do, he 
was able to push through difficult times.  
Student-Teacher Relationship  
Cameron reported that early in his vocal study, he was not “willing to voice 
concerns or contrasting opinions.”  Over time, however, he became more secure voicing 
his thoughts.  He recalled that his teacher responded in a positive and productive manner.  
In outlining the role teachers play in the formation of a student’s vocal beliefs, Cameron 
said their influence cannot be overstated:  
I mean, this is not just your teacher, but your mentor, someone who is supposed to 
believe in you and champion you, and encourage you to reach for lofty things.  I 
think it’s an important aspect of undergraduate education to have a teacher who is 
encouraging and who doesn’t pad things, who tells you what you need to 
improve, but who does so in a way that you feel excited about the prospect of 
making progress and not scared.   
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Cameron also emphasized that because the voice is synonymous with self, teachers must 
be life coaches in addition to vocal coaches:   
He always says that he’s half voice professor, half psychiatrist because people 
come in and have to be able to talk about everything.  As a vocalist, everything 
affects the way that you perform.  I mean, things that are deeply personal, things 
that have happened in the past, and personal relationships that are happening right 
now.  If you are having difficulty in school, or difficulty in your family, all of that 
affects the way that you sing.  You have to be able to open up and be able to trust 
the person in that position. 
Cameron shared that he appreciated how his teacher tailored each lesson to his vocal and 
emotional needs.     
 Gender.  Cameron had studied with three private teachers during college—two 
male and one female.  He reported that he had connected with all of his teachers; yet, 
while studying with a professor with a heavy, dark baritone voice, he found himself 
mimicking the teacher’s sound: “As I took lessons from him, I was tempted to try to 
create a sound that mimicked his, rather than embracing, understanding, and accepting 
my own sound.”  Because he sensed that mimicking his teacher’s vocal sound might 
inhibit his own vocal growth, he only worked with that particular teacher for one 
semester.  Next, he studied with a female vocal teacher.  Cameron remarked that studying 
with a female allowed him to make no vocal comparisons; therefore, he developed his 
own sound with no pre-conceived notions about how it should sound.  He communicated 
that once he had constructed a technical foundation and had an understanding of his own 
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voice, he was able to study with a baritone and mediate what he heard with what he felt 
and knew.    
Environment  
Cameron maintained that the vocal program provided a strong support system for 
his vocal development.  The professors did not appear to be threatened when a student 
changed studios, but acknowledged that each teacher had particular strengths.  In this 
way, students were able to glean information from all teachers in a shared learning 
atmosphere: 
I do think in a general sense the faculty members are fabulous here and they’ve 
done so much to try and cultivate and create a positive kind of environment.  I 
feel like at a lot of other universities, the professors are really protective of the 
students in their studio—they don’t like them to work with other people.  They 
feel threatened if other professors start suggesting things, or doing things with 
them, or if that person wants to leave their studio and go to a different professor—
that’s an affronting thing!  But, I feel like there’s none of that at Crestmont.  Or, if 
there is, the faculty do a really good job of covering it up!  I’ve switched studios 
twice, and I’ve maintained really good relationships with the professors whose 
studios I’ve left.  And I think the professors are good about recognizing that they 
have strengths that other teachers don’t have, and vice-versa.  
Speaking of his peers, Cameron stated that he admired many of them.  They all had 
different backgrounds, and were from all over the world, yet they were “unified in their 
love of music.”  Cameron reported that faculty created a positive learning environment 
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which allowed students, in turn, to learn and grow in safety.      
Safe places.  For Cameron, performance situations were safe places to open 
himself and share feelings he would not otherwise express.  He described himself as a 
passionate, yet private person.  In day-to-day living, he did not easily express emotion, 
yet when performing, he was comfortable opening his soul: 
I feel like I’ve been blessed in music, and maybe that’s one of the reasons I’ve 
been drawn to performing.  Because, I’ve always been comfortable opening 
myself up emotionally in performance.  I feel like those are perhaps the times that 
I’m most emotionally honest—in performance experiences . . . When I perform, 
it’s not about being better than anyone else.  It’s not what they think of me.  It’s 
about opening myself and creating an emotionally honest environment.  It may 
sound selfish, but that’s mostly for me, and for me to share with my audience.  It 
doesn’t have much to do with other people.   
Because Cameron viewed creating safe places as a personal endeavor, he was not deeply 
affected when others chose to be critical, judgmental, or mean.  He argued that he was the 
one who created his own safe place for performance.    
Cameron’s Definition of Vocal Success 
 Understanding how Cameron perceived successful vocal performance was an 
essential component in investigating the influence of the four sources of self-efficacy on 
his performance belief.  Because self-efficacy belief is task based, and is tied to one’s 
perception of successful execution of a given task, I asked Cameron at the conclusion of 
the follow-up interview to describe what he considered successful vocal performance.  
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His response to defining successful vocal performance was as follows: 
It’s those moments where I have stepped out of the way and let God take the 
reins, and let the spirit take the reins—that’s when it’s been a successful 
experience for me, and that’s when I feel the most fulfilled.  Those have been 
such encouraging times too, because it’s something to work back towards.  Once 
you have experienced it, you know it’s totally possible, and that it’s possible to 
feel that all the time.  The first time I completely let go, it was exciting.  It 
provided me with incentive to identify the things I could weed out to experience 
that feeling and level of performance more often.  
Cameron, therefore, perceived a performance was successful when he was able to let go 
and turn his performance over to God (PAS).  Cameron’s statement suggested strong 
source influence from physiological and affective states.  
  
 	
197 
CHAPTER 5: SUMMARY OF FINDINGS  
Because self-efficacy belief is the strongest predictor of success in performance 
(Clark et al., 2014; Ericsson et al., 1993, McPherson & McCormick, 2006; Ritchie & 
Williamon, 2012), and because individuals’ attitudes about their own capabilities play an 
integral role in the execution of given tasks (Bandura, 1997; Clark, Lisboa, & Williamon, 
2014; Ericsson et al., 1993; McCormick & McPherson, 2003; O’Neill & Sloboda, 1997), 
I was prompted to investigate how the sources of self-efficacy influence the performance 
belief of collegiate classical singers. In the present study, the experiences singers reported 
having with the sources of self-efficacy, mediated by their perceptions of those 
experiences, primarily shaped performance belief.  Although each participant was 
influenced by source experiences in different ways and to varying degrees, specific 
patterns emerged across the data set. 
In this chapter, I discuss the themes related to research question one: 
1. How are collegiate vocal students’ beliefs in their vocal performance abilities 
influenced by each of the four self-efficacy sources (enactive mastery experience, 
vicarious experience, verbal/social persuasion, and physiological/affective states)? 
Next, I outline personal and contextual factors and their influence on performance belief 
in response to research question two: 
2. In what ways do personal and contextual factors (e.g., cognitive self-regulation, 
student/teacher relationship, environment, gender) mediate the influence of those sources 
upon vocal students’ beliefs in their performance abilities? 
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Lastly, I will highlight three emergent themes— the right/wrong paradigm, persistence, 
and resilience. 
The Sources of Self-Efficacy 
Enactive Mastery Experience 
 Eight of nine participants claimed their vocal performance confidence had 
increased as a result of collegiate performing experiences.  Performing experiences, both 
positive and negative, influenced the singers’ perceptions of their vocal performance 
ability.  The degree to which participants’ self-efficacy belief was affected by 
performance was mediated by their perception of the experience and the degree of 
challenge associated with the performance.  As will be shown in the section titled, 
“Success and failure,” higher belief individuals were able to bounce back more easily 
from poor performances.  Conversely, singers with lower performance belief reported 
being negatively affected by negative performing experiences.  
Studio learning.  Participants generally viewed studio lessons positively and 
maintained that the most vocal growth occurred in that context.  Recalling a 
transformative voice lesson, Savannah said,  
That was the first voice lesson where I realized my voice had range and depth to 
it.  That was the lesson that ultimately changed my progress.  That experience of 
learning and growth in such a short period of time made me realize the potential I 
had; it deepened my love for singing.  
Savannah reported that she experienced most of her enactive mastery experiences in the 
context of her private vocal lessons.  Learning in the vocal studio enlightened her 
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understanding regarding her capability and potential.  Similarly, Emma focused on the 
progress she made in her private lessons and highlighted that her teacher tailored each 
lesson to her needs: 
She really tailors our lesson to the circumstance.  So, I feel like no matter the 
lesson, there’s always something positive in it.  And, the general feeling is always 
positive.  I feel that we have very successful lessons, and I never feel like time’s 
wasted, and we’re always making progress. 
Studio lessons provided potential opportunities for mastery experience when lessons were 
tailored to student need, were productive, and when progress could be tracked over time.  
Remarking on growth within a given private lesson, Cameron said,  
It’s really encouraging, even within the context of a single lesson, to be able to 
grasp one specific principle and apply it in a way that I feel successful about it—
in a way that makes me excited coming out of that lesson to perform, and to apply 
it to my practicing sessions. 
For the most part, private lessons built students’ performance belief as they were able to 
track progress over time—from lesson to lesson, and within lessons.  Because voice 
lessons were generally seen as opportunities for growth and places where students could 
make mistakes, the studio context was not perceived to be as stressful or intimidating as 
other performance situations.    
Disconfirming evidence, related to mastery experience in the vocal studio, 
surfaced as Mason, Katherine, and Hailey shared their private voice experiences.  Mason 
described the anxiety he experienced when being judged by a teacher during a voice 
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lesson: “If you’re always nervous that they are going to stop while you’re singing a song, 
you know, it can become a little stressful.”  Mason’s fear of being judged by his teacher 
caused him to intentionally focus his mind on something other than what he perceived his 
teacher was evaluating.  In this way, he protected himself from feelings of failure.  At the 
same time, however, his vocal progress may have been limited because of the intense 
feelings of anxiety that he experienced in that context.  Katherine described lessons as a 
freshman in college as frustrating because her teacher did not explain concepts in a way 
that she understood, nor did she perceive her teacher had confidence in her vocal ability.  
She recalled thinking, “It doesn’t seem like my teacher believes in me.  She is getting 
frustrated with me because I’m not getting this.”  Hailey’s difficulty in studio lessons also 
centered on frustration with “not getting it.”  Hailey remarked, “So, generally, I feel like I 
start out positive [in my lesson] and then I end up getting frustrated with myself.  I just 
get really mad at myself when I sing sometimes.”  Although most of the participants 
viewed the vocal studio as a safe place, Mason, Katherine, and Hailey’s remarks 
demonstrated that the studio context did not inherently provide positive enactive mastery 
experiences for them.  
Practice.  Although theoretically the practice room might have provided the most 
opportunities for mastery experience (due to the amount of time spent in practice), 
mastery experiences in the practice room were reported to be sporadic.  Participants in 
the present study shared some of the challenges they faced while striving for mastery 
experiences in the practice room.  Katherine commented on the physical space of practice 
rooms as being limiting: “In practice rooms, I feel like most of the time I’m just like, 
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‘Why can’t I sing?’  There’s something about the space . . . I just feel like it doesn’t work 
very well.”  Anna highlighted the difficulty of maintaining an intense practice schedule: 
“The practice schedule is rigorous, so sometimes I get very, very, tired.”  Due to the rigor 
associated with practice, Anna confessed to simply trying to “get through the practice.”  
Similarly, during the early stages of Hailey’s vocal study, she struggled staying focused: 
“I start to get bored, and then my practicing is bad!”  Hailey described the great 
discouragement she experienced in the confines of the practice room when her voice 
would not work as she wished: 
If I feel like I’m not doing well, I get stuck in that mindset and I feel like I can’t 
get better.  Sometimes if I spend too much time on a passage and I still can’t get 
it, I get really sad and start feeling worn out and don’t sing healthily.  I just spiral 
down, getting worse and worse.  When this happens, I just need to stop.  
Many participants perceived their practicing ability had improved over time, but that they 
were not always able to get their voices where they wanted during practice. 
In addition to the aforementioned challenges related to personal practice, 
Madeline and Savannah remarked that they did not necessarily see the collegiate practice 
room as a safe place where they could freely explore their vocal technique.  Savannah 
said, “When I’m practicing in the practice room, I think other people are listening and 
judging whether I should be in the major.”  Madeline remarked, “If I’m working on 
memorizing, I usually won’t go to the practice room.  I’ll do it at home—it’s more safe 
there.”  Experiences in the practice room, therefore, were not always conducive to 
positive mastery experiences.     
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The singers in the present study claimed that although teachers were helpful in 
providing practicing guidance (specific songs, warm-ups, techniques to practice), most 
important in designing a practice regimen was for each singer to know oneself.  Cameron 
elaborated on the importance of self-discovery in shaping practice: “As I’ve come to 
understand myself, how my voice works, and what it needs, I’ve been able to structure 
more effective practice sessions.”  Providing an example of the integral relationship of 
vocal discovery, practice, and mastery experience, Savannah shared the following:  
I was training to be a coloratura soprano.  I was able to sing pretty high in lessons, 
but never on my own.  There was one day I practiced, and I got my voice in a 
really good place on my own.  I was able to sing higher than I had even in a 
lesson!  It was exciting and so motivating to get into that place by myself. 
Several participants remarked that practicing was a skill that could be developed and that 
each singer must embark on the challenging task of designing a practice routine that 
worked for one’s voice and current circumstance.   
Performance.  Among the participants in the present study, performing 
experiences generally helped to strengthen performance confidence.  Mason stated, “Any 
time I perform, it ends up, overall, improving my confidence.”  Supporting Mason’s 
assertion, Ashley said, “Performing experiences have definitely increased my vocal 
confidence because the more you perform, the easier it gets.”  Savannah also maintained 
that performance experiences greatly affected one’s performance belief: “I think when 
certain things happen a number of times, your mindset changes.”  Collegiate performing 
experiences had increased Savannah’s vocal confidence because she experienced “the joy 
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of singing opera, support from faculty, and exceptional instruction from multiple 
professors.”  
The more vocal knowledge singers acquired, the more confident they were in 
getting their voices to a good place in performance.  Cameron described developing a 
“technical tool kit.”  He remembered feeling discouraged, during his early vocal study, 
when his voice was not working well.  At the time, he perceived himself powerless to 
reverse whatever vocal ailments he faced.  As he added to his technical toolkit, his 
performances were no longer “a matter of luck, chance, or fate.”  Rather, he became 
empowered to get his voice consistently where he wanted it to be.  Furthermore, he grew 
to view successful performances in slightly different terms than he had previously: 
The value of performance experience is not singing perfectly—that’s not my goal.  
My goal isn’t to have everything technically work perfectly, or to do everything 
that I planned to do in rehearsal.  It is to have those pure, uncontrolled 
experiences.  If I can do that, that’s when I feel I’m successful.   
Although many participants shared that they worried about making small mistakes in 
performance, successful performance was defined more in terms of connecting with the 
audience, portraying emotion, and letting go (see Appendix R).  Even when performances 
were not technically perfect, singers had positive mastery experiences in performance 
when the aforementioned conditions existed.   
Paramount to successful mastery experiences in public performance was careful 
and controlled preparation.  Ashley compared two performances: one in which she was 
lacking in preparation, and the other in which she was thoroughly prepared.  Recalling 
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the performance when she was ill-prepared, she stated:  
I felt embarrassed and ashamed.  I’m a perfectionist, so in performances, I hate 
making mistakes.  I remember thinking, “I should have prepared so much better.  
Now everyone’s going to think that I’m so bad!”  And mostly, I felt bad because 
of what my teacher would think.  I really want to do well for her.  I want to 
impress her.  I want to show her that I’m improving.  I remember kind of vowing 
to myself, “I will always prepare the best I can for performances!” 
Determined to prepare thoroughly for future performances, she prepared beyond what she 
thought was necessary for her next performance and had a powerful enactive mastery 
experience: 
I was so happy, and that really helped my performance belief because I felt like, 
“Wow!  I just succeeded at what I’ve been working on!  I can only go up from 
here!”  So, it was just so opposite from the other experience.  I just had a lot of 
hope, and a lot of confidence, and I was thinking of the future like, “I’m going to 
do so well singing this song at juries,” and “I can transfer what I did on this song 
to all of my other songs.”  It was great! 
Feeling like one was thoroughly prepared for performance was a factor that allowed 
singers to let go of technique and focus on characterization and delivery.    
Because every performance situation is different, students who learned to be 
flexible in various performance contexts and accept different kinds of performances 
reported feeling the highest degree of mastery experience in performance.  Reflecting 
upon becoming adept at vocal performance, Emma shared the following insight: “It’s this 
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process of learning and balancing between all these different performance mediums, and 
all these different practice mediums.”  Cameron expanded on Emma’s argument when he 
remarked that performing differently in recital, opera, masterclass, the studio lesson, and 
practice room was not necessarily a bad thing:  
What I’ve realized is that you’re never going to perform the same way, ever.  In 
spite of what you do in the practice room or in lessons, you just have to be willing 
to accept something different when the performance experiences happen.  There 
have been times when I’ve looked back on a vocal experience, and I haven’t 
performed as well as I did for my teacher, or I haven’t sung as well as I possibly 
could have, but it was still a positive, uplifting performance experience because I 
got out of the way.  
Data showed that mastery experience was more readily achieved by singers who accepted 
difference in performance positively rather than negatively. 
 Success and failure.  Successfully executing challenging vocal tasks appeared to 
positively influence performance perception.  Remembering successful performances 
helped the singers push past difficult vocal struggles.  Emma’s experience learning and 
successfully performing the role of Susanna, for example, represented a difficult 
performance task that significantly affected her performance belief.  She shared, “It was 
hard, and it was my first time doing something as big as that.  So, whenever I’ve 
approached something hard since that time, I just tell myself, ‘I did Susanna!  I can do 
this.’”  Katherine demonstrated an increase in confidence following her performance of 
the difficult German lied, “Gretchen am Spinnrade.”  Reflecting upon the performance 
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experience, she said, “That particular instance in that class [performing] was so 
motivating.  I was like, ‘I’m just going to work even harder because I really feel like I 
can!’”  A contrary perspective surfaced, however, as Mason noticed changes to his 
confidence based on assigned repertoire.  When he was able to select his own repertoire, 
he was more confident, but when he was assigned difficult foreign songs, he was less 
confident in his ability to successfully execute the challenging repertoire in performance.     
Performing experiences were shown to affect participants according to each 
singer’s perceived self-efficacy.  Negative performing experiences, for example, were 
less detrimental to the beliefs of those who had higher self-efficacy perception.  
Furthermore, singers with higher performance belief were able to place negative 
performing experiences in perspective and did not see one performance as indicative of 
talent, vocal ability, or potential.  For example, Cameron shared: 
I try to not let bad performances discourage me, and I’ve done a pretty good job 
to just laugh off when performances have gone really, really poorly.  I realize that 
it was an isolated event, that it’s not representative of my cumulative vocal 
experience, that it’s not indicative of how good my voice is, or how prepared of a 
performer I am.  I try to view it as one negative experience amidst a myriad of 
positive experiences that I’ve had.      
Conversely, negative performing experiences had a more drastic diminishing effect on 
those who went into performance with lower self-efficacy belief.  Failure, for individuals 
possessing lower performance belief, conjured feelings of self-doubt related to their 
ability to be successful in the future.  In addition, negative performances weighed more 
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heavily on students with lower performance belief and memories of the poor 
performances were difficult for these students to shake.  For example, Mason admitted 
that negative performances “stuck” in his mind more than positive experiences.  He 
lamented that he had spent more time thinking about the few negative performing 
experiences because they were easier for him to remember than the positive 
performances.  
Enactive Mastery Experience (RQ1) Summary 
How are collegiate vocal students’ beliefs in their vocal performance abilities influenced 
by enactive mastery experience? 
Performing experiences in studio lessons, practice, and public performance were 
shown to influence participants’ perceptions of their vocal performance ability.  The 
degree to which participants’ self-efficacy belief was affected by performance was 
mediated by their perception of the experience and the degree of challenge associated 
with the performance task.  Participants generally viewed studio lessons positively and 
maintained that the most vocal growth occurred in that context.  Studio lessons provided 
potential opportunities for mastery experience when lessons were tailored to student 
need, were productive, and when progress could be tracked over time.  Although the 
practice room might have provided the most opportunities for mastery experience (due to 
the amount of time spent in practice), mastery experiences in the practice room were 
reported to be sporadic.  Several participants remarked that practicing was a skill that 
could be developed and that each singer must embark on the challenging task of 
designing a practice routine that worked for one’s voice and current circumstance.   
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 Among the participants in the present study, performing experiences generally 
helped to strengthen performance confidence.  Successfully executing challenging vocal 
tasks appeared to positively influence performance perception and performing 
experiences were shown to affect participants according to each singer’s perceived self-
efficacy.  Although many participants shared that they worried about making small 
mistakes in performance, successful performance was defined more in terms of 
connecting with the audience, portraying emotion, and letting go.  Even when 
performances were not technically perfect, singers had positive mastery experiences in 
performance when the aforementioned conditions existed.  Paramount to successful 
mastery experiences in public performance was careful and controlled preparation.  
Feeling like one was thoroughly prepared for performance was a factor that allowed 
singers to let go of technique and focus on characterization and delivery.  Because every 
performance situation is different, students who learned to be flexible in various 
performance contexts and accept different kinds of performances reported feeling the 
highest degree of mastery experience in performance.  Data showed, therefore, that 
mastery experience was more readily achieved by singers who accepted difference in 
performance positively rather than negatively.    
Vicarious Experience 
 Frey-Monnel (2011) argued that vocal performance cannot be precisely 
replicated.  For this reason, vicarious experience was primarily utilized by the 
participants in the present study as a means of gleaning information to be deconstructed 
and personally applied.  For example, Emma remarked, “Taking those things that you see 
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and applying them to how you learn is key, because no one learns the same and no one 
practices the same, and it’s just really important to know who you are.”  Similarly, 
Madeline reported drawing upon the strengths of many different singers and piecing 
together what she observed for her own vocal benefit.  Rather than watching and 
applying directly what was observed, vocalists utilized vicarious experience as a means 
of gathering information to be deconstructed, reshaped, and then personally applied.     
 Master modeling.  Although observing master models made Anna question 
whether she would ever be as good as they were, master modeling generally provided 
inspiration and vision to the singers in this study.  Cameron emphasized the value of 
observing singers who had mastered healthy vocal technique: 
To listen to someone who has mastered the technique that we’re trying to develop 
and who does it consistently, I feel like there’s real value in that.  There’s also real 
value from an artistic and an expressive standpoint—to get ideas from people who 
are performing professionally.  
For Mason, singing in tandem with singers who had mastered their technique increased 
his performance confidence:   
While learning “Dove sei amato bene,” I listened to a few recordings of the piece.  
I especially paid attention to the recording of my favorite counter-tenor, Iestyn 
Davies.  As I sang along with him on the recapitulation of the A section, trying to 
learn some of the ornaments that he did, I felt a wave of confidence come over 
me.  I felt like my tone and singing was similar to his.  In actuality, it probably 
wasn’t, but singing along with an amazing singer made my ears hear both of our 
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voices together and I felt as though I was singing very well.  
Master models inspired the singers because the models had started as they had—as 
collegiate singers in training.  However, over time they were able to achieve consistent, 
healthy vocal technique.  Hailey delineated what she gained from observing master 
models: 
Okay, these people started out like me—they were once in an undergraduate 
program, but they worked so hard to get to where they are.  It is possible to sing 
very healthily and have a beautiful voice without any kind of strain.  It is a big 
inspiration for me! 
Participates reported that master models provided a live vision of what they were striving 
to become.    
Several participants suggested that vocal professors at Crestmont University were 
master models both vocally and personally for their students.  Cameron described his 
voice teacher as follows: 
He’s one of the best people I know in addition to one of the most talented people I 
know, and he’s incredibly humble in spite of everything he’s achieved in life.  So, 
I feel he’s definitely someone that I look to as an example.  
Voice professors, therefore, were reported to provide both vocal and personal guidance as 
they demonstrated exemplary character and performance ability.    
Coping modeling.  Watching peers in the process of learning was generally 
viewed as more beneficial than master modeling and was identified by multiple 
participants as an important aspect of vocal development.  Hailey mentioned that 
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observing peers sing difficult repertoire had motivated her to work harder and take on 
greater challenges.  Additional benefits from coping modeling were highlighted by Anna 
who viewed modeling experiences in master classes as opportunities to develop critical 
listening skills that would make her a better teacher and singer.  She described the 
ongoing dialogue in her mind as she observed others: “What are they doing wrong?  How 
can they fix it?  How can I explain to them how they can fix it?  How can I best guide 
them and coach them through this?”  Thus, observing others of similar ability allowed the 
participants to think about vocal function—what worked well, what didn’t, and why.  
Coping modeling also enabled the participants to observe similar struggles to their own, 
and subsequently deconstruct and apply to their voices what was learned.  Ashley said,  
I think it helps me more [than master modeling] to watch singers who are in the 
process of learning because sometimes they have the same issues as me.  I think, 
“Oh, I do that too!”   Seeing how they overcome whatever issue they have helps 
me—it kind of imprints on my mind.  
Participants benefitted from coping modeling as they were motivated to work harder, 
developed critical visual and listening skills, watched others overcome vocal challenges, 
and experienced emotional support.    
Singers in the vocal program were required to enroll in semi-private voice lessons 
during their freshman year.  Nearly all participants mentioned what an important aspect 
of their collegiate experience the freshman voice class had been.  Hailey said of the 
freshman voice class, “I was able to see their progress, but I was also able to see the 
problems they had.  Now, when I see those singers perform, I know their history, and I 
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know all the things they’ve been working on.”  During a time when freshmen vocal 
majors were overwhelmed by the immense talent surrounding them, the small group 
lessons allowed them to see that they were not alone in their newness.  From this 
experience, they were able to see where their peers had started, watch them work through 
vocal struggles, and observe them progress.  Participating in the freshman vocal class 
provided emotional support for the new voice majors as well as a wealth of information 
for personal vocal development. 
Many participants shared that they did not look to emulate the voices of their 
peers, but rather, sought to emulate the qualities of hard work, persistence, and making 
the most of their unique instruments.  Savannah mentioned that she still went to the 
friends she had made in her freshman voice class to receive support and encouragement, 
and to resolve questions, concerns, and doubts.  Similarly, Mason met a female singer in 
his freshman vocal study class who became a peer model.  Because they began the voice 
program at the same time, and studied in a group setting for their first year, Mason 
reported that he was very familiar with where she started, and how much she had 
progressed.  She was a “star in the program,” and had grown tremendously vocally.  
Observing her dedication to vocal learning and her desire to progress, Mason stated, “I 
want to be able to want this just as much!”  Participants argued that the primary benefits 
of coping modeling were inspiration and a desire to work hard.    
Competition.  Most participants viewed competition as a motivator to work 
harder—not to be better than others, but to push themselves to achieve their highest 
potential.  Additionally, competitions allowed the singers to share their hard work.  For 
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example, Hailey said that she “thrived” in competitive environments.  Clarifying how 
competition may foster performance belief, Cameron said, “I am a very competitive 
person, not in the sense of wanting to be better than others, but possessing a strong desire 
to do my best.”  Similarly, Ashley said of competition, “I honestly really enjoy it.  I think 
it’s fun.  I like sharing the message of the song, but also showing, ‘Here’s what I’ve 
worked on for months!  I hope you like it!’”  Although Savannah reported that 
competition had made her feel self-conscious in the past as she compared her weaknesses 
to others’ strengths, she remarked, “but now it pushes me as I watch others.” 
Disconfirming evidence was presented by Emma, however, when she said that 
competitions made her feel that she needed to “prove” her vocal ability, which did not 
facilitate her best performances.  In addition, Anna highlighted potential negative 
outcomes of competition saying that she had the tendency to “nit-pick” the performances 
of others in order to establish her own superiority.  Therefore, singers who utilized the 
competitive environment to push themselves to do their best, while observing the 
successful performances of others, reported benefits to competition.  Conversely, singers 
who viewed competitions as contexts in which to prove themselves, or to perform better 
than others, reported negative outcomes related to competition. 
Comparison.  Although most participants viewed competition positively, 
comparing one’s voice to another’s was reported as damaging to self-belief.  Mason 
indicated that comparing his voice to others hindered vocal progress.  On occasion, as he 
watched someone perform “much better” than he, self-deprecating thoughts entered his 
mind:   
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You might start to attack yourself.  I think it’s a different phenomenon with 
instrumentalists, but with voice, it’s just so personal that it’s kind of like, when 
someone’s so much better, it’s almost impossible not to compare yourself to a 
certain degree.   
Emma also remembered having self-deprecating thoughts when she was not able to 
assimilate a new technique as quickly as a peer.  Similarly, Hailey recalled comparing 
herself to others during her freshman year and wondering whether she was “good 
enough” for the vocal program. Another damaging aspect of comparison was highlighted 
by Madeline who suggested that when she compared her voice and tried to sound like 
someone else, the natural beauty in her voice was hindered.  Several participants 
mentioned that being double-cast hurt their performance confidence because the double 
had a “bigger voice” than their own.  Particularly harmful to Katherine’s confidence was 
being double cast in an opera scene with a junior vocalist when she was a freshman.  
During rehearsal and performance, it was clear to Katherine she was not at the other 
singer’s level.  Rather than realizing that her double had several more years of training, 
Katherine began to get down on herself.  Katherine recalled,  
I felt so frustrated.  I came out of those performances thinking “I stink at this!”  
That year, in general, I didn’t have any confidence in my ability to do well in the 
program, and I just felt like I didn’t belong there, and that I wasn’t good enough.    
In order to eliminate the negative effects of comparison, Emma determined early in her 
collegiate learning that she would not compare her progress to others.  Rather, she 
decided that she would simply focus on her own progress over time.  Recognizing that 
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each person was on a unique vocal journey and that every voice matures at a different 
rate, and in a different way, seemed to help many of the singers to combat feelings of 
inadequacy related to comparison.    
Vicarious Experience (RQ1) Summary 
How are collegiate vocal students’ beliefs in their vocal performance abilities influenced 
by vicarious experience? 
Rather than watching and applying directly what was observed, vocalists in the 
present study utilized vicarious experience as a means of gathering information to be 
deconstructed, reshaped, and then personally applied.  Although observing master models 
made Anna question whether she could ever reach their level of performance, participates 
reported that master modeling generally provided inspiration and a live vision of what 
they were striving to become.  Several participants suggested that vocal professors at 
Crestmont were master models both vocally and personally for them.   
Watching peers in the process of learning (coping modeling) was generally 
viewed as more beneficial than master modeling and was identified by multiple 
participants as an important aspect of vocal development.  Participants reported that they 
benefitted from coping modeling as they developed critical visual and listening skills, 
watched others overcome vocal challenges, and experienced emotional support.  
Participants argued, however, that the primary benefits of coping modeling were 
inspiration and a desire to work hard.  
 Most participants viewed competition as a motivator to work harder—not to be 
better than others, but to push themselves to achieve their highest potential.  Conversely, 
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singers who viewed competitions as contexts in which to prove themselves, or to perform 
better than others, reported negative outcomes related to competition.  Although most 
participants viewed competition positively, comparing one’s voice to another’s was 
reported to be damaging to self-belief.  
Verbal/Social Persuasion 
 The singers included in this study affirmed the importance of feedback, 
particularly during the early stages of vocal development, and specifically from those 
qualified to give it.  As was poignantly described by Katherine, when her vocal 
knowledge was limited, she heavily depended on the messages communicated by her 
teachers to gauge how well she was or was not doing.  According to stories shared by 
multiple participants, singers who were encouraged by their teachers eventually 
developed the cognitive self-regulation skills to measure their own success.  As described 
in the sections that follow, when singers became better able to filter and interpret 
messages from others, the words of others had less of an impact on performance belief; 
yet, when students received little feedback and encouragement during early years of 
study, they doubted their performance potential. 
 Feedback.  Asked whether verbal feedback from others affected his vocal 
performance confidence, Cameron said, “I think it’s a huge part of it.  As a performer, I 
feel like we often gauge our success, for better or for worse, on the reaction of teachers, 
peers, or the audience.” For most participants, feedback meant little when it came from 
family and friends who were not educated in music.  Although the singers appreciated the 
positive words of affirmation, they did not give messages from uneducated observers 
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much credence.  Feedback from teachers, however, was considered highly valuable.  The 
singers found teacher feedback most influential when it was specific, technique-based, 
focused on the positive, timely, and comprehensible.  Anna indicated that specific 
feedback from her voice teacher positively impacted her performance belief.  For 
example, her teacher might say, “The way you lifted your soft-palate was good, and I 
liked your resonance, but you need to work on your vowels.”  Anna further explained 
how teachers should give feedback: “Feedback should be focused on the positive, like 
focused on moving forward rather than, ‘You did all these things wrong.’  Even if it’s 
specific, it needs to be focused on the positive.”  Teacher feedback was reported as the 
most impactful form of verbal/social persuasion and had a direct influence on the 
participants’ performance beliefs.   
Perhaps no participant story portrayed the effects of teacher feedback more 
clearly than Katherine’s.  During her freshman year, she yearned for positive affirmation, 
and wanted to feel like she was grasping the concepts that her teacher was presenting.  
Unfortunately, Katherine did not receive encouragement, nor did she perceive her teacher 
believed in her.  Therefore, her performance belief began to diminish.  Additionally, she 
stated that as she looked at other freshmen, she sensed that they were learning and 
progressing and that she was not.  The lack of positive feedback, and her sense that she 
was not understanding and successfully implementing what her teacher was trying to 
teach, led her to drop out of the vocal program.  Interestingly, as she began to study with 
another teacher as a non-voice major, the teacher built her confidence: 
She was so complimentary and she just made it very clear that she believed in me.  
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She said, “You need to keep singing.  You need to keep doing this because you’re 
good at it.”  That caused a huge shift in just like my whole paradigm.  So now I 
feel like that put enough confidence in me that I don’t rely on the outward 
feedback as much.   
According to Katherine, the new teacher saw potential in her and shared with Katherine 
honest feedback.  Because of the positive experiences she had with her second teacher, 
she re-auditioned for the vocal program one year later, was accepted, and continued her 
studies in voice.    
Students trusted their teachers’ feedback because they perceived their teachers to 
have an objective perspective, the experience to judge accurately, and each student’s best 
interest at heart.  Mason reasoned that teachers’ feedback was reliable because the they 
had a “more rounded view”—a clear picture of what they were looking for.  Three 
mediating factors to feedback from a teacher or other person of competence were: (a) the 
relationship between the communicator and student, (b) the communicator’s knowledge 
of the student’s vocal history and current vocal aims; and (c) how the message was 
received and interpreted.  Cameron spoke to such mediating factors when he highlighted 
that he trusted feedback from his teacher far more than a masterclass technician who did 
not know his voice, his vocal history, or what he was presently working on.   
Encouragement.  Encouragement from teachers and peers in the program had a 
meaningful influence on the development of the participants’ performance beliefs.  
Emma said, “When positive beliefs are instilled in me, I do better.”  Hailey remembered a 
moment in a lesson when she was frustrated and her teacher responded by saying, “Don’t 
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be so serious with yourself.  You are doing fine!”  Hailey also recollected sharing her 
feelings of inadequacy with a teacher and the teacher subsequently responded that all four 
faculty members had voted to accept her to the program—that she did indeed belong!  
Similarly, Emma recalled as a freshman feeling discouraged.  As she shared her doubts 
with her opera coach, he told her that if she kept working as she currently was, she would 
be highly successful.  Katherine remembered being praised by her teacher and thinking, 
“Wow!  Maybe I can still sing after all!”  In all cases, teachers’ words, offered in 
sincerity, made all the difference during moments of doubt.  All of the participants 
pointed to particular instances when someone saw something in them that they could not 
yet see.  Emphasizing the importance of encouragement, Mason said, “Singers tend to 
lose confidence easily, and encouragement from teachers can turn negative thoughts 
upside down.”  Although not all of the participants had teachers who were necessarily 
encouraging, they found support from other sources.  Madeline suggested that a teacher’s 
primary responsibility was to be critical in a constructive manner.  She found 
encouragement, however, from her vocal peers and parents who believed in her 
capability.  Supporting the notion that every person needs positive feedback in order to 
build belief, Cameron shared, “Positive feedback, even from one person, has a huge 
impact.”  Each participant shared instances when they doubted whether they were good 
enough, or whether they could be successful as a voice major.  During such times, words 
of encouragement from a faculty member gave them the strength and confidence to 
continue.     
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 Negative messages.  Every participant reported moments when negative 
messages had influenced their performance belief.  Madeline shared, “I think [negative] 
feedback definitely affects me.  Like even if I don’t want it to, it kind of still has a sting.  
I think after they give me [negative] feedback, I get really low on myself.”  Although 
Ashley admitted a momentary emotional sting at receiving negative messages, she 
simultaneously viewed negative feedback from those she trusted as “revelatory”: “If I get 
negative feedback from someone whom I trust, then, I mean, I feel a little bit sad because 
I worked so hard, but it’s good because I realize things about my voice.  It’s kind of like, 
revelatory.”  Negative feedback from teachers was generally perceived as constructive, 
yet negative feedback from peers was often regarded as damaging.  For example, when 
Katherine overheard negative comments from peers about her voice, she experienced 
emotional hurt.  She recalled, “It was really hard!  It took a couple weeks to shake it.  I 
was like, ‘Get out of my head.  It doesn’t matter what they said.  I just need to keep doing 
what I’m doing.’  So, yes, the words of others make a huge difference.”  
 Because the vocalist’s body is the vocalist’s instrument, negative feedback may 
feel very personal.  Madeline expressed this notion well:  
For some reason feedback in voice is taken more personally.  When you are given 
advice, it’s easier to take it personally because it’s your body—it’s part of who 
you are.  Whereas, an instrument outside of your body, you have control over it.  
You’d think it would be the same, but for some reason it’s different.  
Savannah echoed the aforementioned sentiment: “A voice is coming out of you, and it’s 
very vulnerable.  It can be hard to differentiate voice and me.”  Similarly, Mason 
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mentioned how difficult it was to get negative messages out of his head due to the 
personal nature of the vocal instrument.  He maintained that although teachers meant to 
be constructive, negative messages nevertheless affected his performance belief 
negatively.  The degree to which negative messages altered the participants’ performance 
beliefs was largely determined by how the participants received, deconstructed, and 
interpreted the messages.      
Verbal/Social Persuasion (RQ1) Summary 
How are collegiate vocal students’ beliefs in their vocal performance abilities influenced 
by verbal/social persuasion? 
 The singers included in this study affirmed the importance of feedback, 
particularly during the early stages of vocal development, and specifically from those 
qualified to give it.  Teacher feedback was reported as the most impactful form of 
verbal/social persuasion and had a direct influence on the participants’ performance 
beliefs.  Students trusted their teachers’ feedback because they perceived their teachers to 
have an objective perspective, the experience to judge accurately, and each student’s best 
interest at heart.  Encouragement from teachers and peers in the program had a 
meaningful influence on the development of the participants’ performance beliefs.  
However, when students received little feedback and encouragement during their early 
years of study, they reported that they doubted their performance potential.   Each 
participant shared instances when they doubted whether they were good enough, or 
whether they could be successful as a voice major.  Participants expressed that during 
such times, words of encouragement from a faculty member had given them the 
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confidence to continue.     
 Every participant reported having experiences in which negative messages had 
influenced their performance belief.  The degree to which negative messages altered the 
participants’ performance beliefs was largely determined by how the participants 
received, deconstructed, and interpreted the messages.  As singers developed the skills to 
filter and interpret messages from others, they reported that the words of others had less 
of an impact on their performance beliefs.  
Physiological and Affective States 
 At the conclusion of the follow-up interview, I asked each interview participant 
what affected their performance belief most: the words of others, performing, how they 
thought/felt while performing, or watching another person execute a similar performance.  
I then requested them to rank the self-efficacy sources from most to least influential.  All 
but one participant responded that, of all the sources, how they felt and thought during 
performance (physiological and affective states) affected their performance belief most.  
Mason said, “Memories, related to how I feel in performance, are much stronger than 
how I did.”  Further highlighting the influence of positive mental and physical states, 
Ashley said, “If one feels good about a performance, one will have the assurance to be 
able to perform well in the future.”  Among the four sources of self-efficacy, 
physiological and affective states appeared to influence the participants’ performance 
belief most.  
Inhibiting states.  Although nervousness was described as a motivator to 
thorough preparation, and for some singers, was a catalyst to excellent performance, there 
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were other participants who highlighted the physiological and mental effects of 
nervousness as detrimental to performance.  Savannah said, “When people do not feel 
they are doing well, they become self-conscious and go into shut down mode.  It’s your 
brain that’s not letting you do it.”  Participants described how moments of self-doubt and 
stress affected performance belief, which subsequently affected performance.  For 
example, Madeline said, 
I think if you don’t have confidence, or you don’t have a strong performance 
belief, that can be stressful.  Performing is a bigger struggle because you’re not 
sure how you’re actually doing—you don’t have a good sense of yourself.  I’ve 
noticed even if I have a lot of tests, and I’m feeling really stressed, that [stress] 
affects my voice. 
Singers who did not experience positive physiological and affective states, related to 
performance, doubted their ability to be successful in the future.  Because physical 
manifestations of nervousness only occurred after particular mental thought processes, 
participants alluded to the mind being the greatest deterrent to free vocal performance.   
Performance anxiety.  Participants highlighted how performance anxiety might 
interfere with free vocal production.  Ashley delineated specific physical inhibitors which 
were manifest as a result of performance anxiety: 
I don’t get enough air.  I don’t breathe enough, or get a good breath, so that causes 
me to sing more through my throat and less supported, less connected.  Which is a 
big problem!  And, nervousness also hinders me from relaxing and expressing.  
Instead of thinking about expression, I’m thinking about nerves.  
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Hailey also described how nerves affected her body negatively: 
Nerves definitely hinder my vocal technique.  I get tense, my legs shake, and 
when I get tighter legs then I don’t get deep breaths.  In my last jury, that was one 
of the big comments—make sure that you get good, deep breaths even when you 
are nervous.  
Several participants asserted that performance anxiety during performance could cause 
technical or musical mistakes, shaking of arms and legs, memory lapses, tightening of the 
throat, hindrance to expression and relaxation, shallow breathing, and less-supported 
vocal delivery.   
Lack of vocal knowledge was cited as a cause for nervousness during 
performance.  Anna recalled, “Back in high school, I didn’t really know what my body 
was doing.  In terms of my emotions, I used to be really, really, really scared.”  Her lack 
of technical knowledge translated into physical symptoms of nervousness.  As Anna 
gained vocal knowledge, however, nervousness no longer impacted her performances: 
“Now, I feel like I am able to be calm, express myself, and get into the music.  I’m still 
nervous, but it doesn’t prevent me from singing well.”  As singers progressed in vocal 
knowledge, body awareness, and mental control, they reported that they were able to 
channel nervousness positively.     
Lack of preparation was also cited as a cause of inhibiting states.  Under-
preparation forced singers to focus more on technical delivery rather than expressive 
vocal execution, causing “stilted, stale, and non-authentic” (Cameron) performances.  
Other causes for anxiety during performance were performance context, the feeling of 
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being judged, and unrealistic personal expectations.   
Perfectionism.  Five participants shared that perfectionist tendencies, related to 
vocal performance, inhibited their performance belief.  Madeline conveyed her 
perception that being successful as a soprano required near perfect technique and mastery 
of multiple languages: “I’ll have to be perfect, or they’ll just show in the next person.”  
During interview one, Madeline stated that college performing experiences had hindered 
her performance belief.  It is plausible, therefore, that the pressure she placed upon 
herself to perform to perfection contributed to her loss in performance belief.  Katherine 
said, “I have always been a major perfectionist.  I feel like during my freshman year I 
held myself to too high of a standard.”  Similarly, during practice and studio lessons, 
Hailey expressed feeling intense frustration when she was not performing according to 
her expectations: “So, generally, I feel like I start out positive [in my lesson] and then I 
end up getting frustrated with myself.”  In thinking about all of the supportive individuals 
who had cheered her successes and contributed to her performance belief, Emma said, “I 
feel like the most negative person in my vocal journey is myself.  She confessed that she 
struggled with self-deprecating thoughts and that she was working to utilize cognitive 
self-regulation to reshape her thinking.  Savannah echoed the same sentiment when she 
said, “If I do something ninety-nine percent right, I will focus on the one percent that I 
did wrong.”  Although perfectionist tendencies motivated the five participants to push 
themselves to achieve excellent performance, perfectionism also produced in them 
feelings of self-doubt, frustration, and discouragement.         
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Facilitative states.  Nervous excitement, preparation, and characterization were 
all identified as potential facilitators of successful vocal performance.  For some 
participants, nervousness was interpreted as excitement and anticipation, where 
adrenaline and added pressure fueled the performance.  For example, Katherine 
suggested that the physicality of nervousness actually caused her to sing better.  In like 
manner, Ashley asserted that nervousness amplified an exciting performance: “So, I feel 
that when I control my nerves, it [nervousness] helps me and gives me that boost of 
energy—just that excitement of wanting to share my songs with the audience.”  In 
analyzing her nerves in various contexts, Emma reflected, “What are my nerves like 
before I do a recital?  What are my nerves like before I sing an operatic role?”  In each 
context, she reported that her body and emotions responded differently; yet, such 
physiological and affective responses served to facilitate her best performances.  
Participants who viewed nervousness as an impetus to heightened performance 
demonstrated greater confidence in their performance abilities.      
Preparation.  Nerves were mentioned as a motivating factor to careful 
preparation.  Subsequently, preparation for performance decreased manifestations of 
physical and mental inhibitors during performance.  In other words, thinking and feeling 
they had prepared thoroughly, many participants reported being able to limit the 
debilitating cognitive effects of nervousness while simultaneously diminishing the 
negative physical manifestations of nervousness.  Madeline remarked: 
I think that being nervous is part of performing, so if I wasn’t nervous, I wouldn’t 
get anything done.  I don’t think I’d ever be memorized or anything!  So, in that 
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way, I think nerves really help me.  I know the more I get nervous, the more I 
prepare, and the less nervous I’ll be onstage.   
Expressing a similar line of thinking, Mason identified nervousness leading up to a 
performance as a “push to get better, to feel more confident, and be more comfortable.”  
He maintained that if he did not feel the nudge of nerves, he would likely be lax in his 
preparation efforts.  Therefore, nervousness leading up to performance appeared to 
motivate the participants to work hard, which in turn caused them to feel more confident 
and comfortable during performance.  For example, Katherine remarked that her sense of 
body control during performance was largely determined by her level of preparation.  In 
contrast, Savannah and Cameron argued that total preparation allowed them to let go of 
control during performance.  They maintained that meticulous preparation enabled them 
to relinquish body control, allowing freedom of body and mind.  Although some 
participants reported superior performance as total body control, while others argued that 
relinquishing control was ideal, all participants reported that thorough preparation 
facilitated excellent performance.   
Characterization.  Character embodiment was a prominent theme in managing 
nervousness as well as freeing the voice during performance.  Cameron mentioned that 
“nervousness made everything leave,” which he considered a positive phenomenon 
because he was then able to “inhabit a new mindset, thought, and space.”  Letting go 
through characterization allowed participants’ performance worries to dissipate.  For 
example, when Katherine was prepared, most of her mindshare was occupied with 
thoughts of characterization during performance:   
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I have been practicing the technique.  My muscles should know what to do.  So, I 
feel like whenever I focus more on getting into character, my technique actually 
gets better.  It seems the emotion informs the bodily things that need to happen.  
So, many times I think, “How am I emoting, and how am I expressing this?”  As I 
focus on character—automatically everything just gets better. 
Participants affirmed that focusing their minds on something other than technique 
actually generated better vocal performances.   
Characterization was said to facilitate all aspects of vocal function, with emotion 
informing the body.  Character immersion, according to Cameron, involved “thinking the 
thoughts, seeing the images, smelling the smells, and tasting the tastes of whomever 
you’re portraying.”  Hailey remarked that the ability to express music through 
characterization promoted freedom of voice and body.  She stated, “We did opera scenes 
earlier this semester and I didn’t actually feel a lot of nerves or anxiety because I was 
another character.”  Emma described more specifically the process of moving from a 
technical focus to character emersion in “seeing two screens.”  During practice, eighty 
percent of her focus was directed to the technical screen, and twenty percent toward the 
performance/acting screen.  During performance, however, the two screens changed to 
eighty percent characterization/performance, and twenty percent vocal technique.  Emma 
described stepping on stage and becoming her character:   
Once I get onstage, I’ve prepared, and I just need to get on and do what I know 
how to do.  So, when I get onstage, I try to throw myself into my character, 
whether I’m in an opera, or whether I’m singing an art song.  I try to do a lot of 
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preparation before so I know exactly who I am and what I’m singing about.  
Assuming a particular character in performance, therefore, facilitated maximum mental, 
emotional, and physical freedom for the aforementioned participants.   
Spiritual experiences.  Several participants mentioned their spirituality as 
providing  
facilitative indicators related to performance ability.  Anna shared that living with a 
“spiritual eye” allowed her to focus on what she was doing well in relation to her 
overarching life goals.  Furthermore, developing her voice through a spiritual lens 
allowed her to receive criticism with a balanced perspective.  In performance, Savannah 
suggested that spirituality allowed her to let go, trusting that God would magnify her 
efforts.  For Cameron, spirituality guided his decision to pursue voice as a career.  He 
described “very specific and tangible [spiritual] responses” that propelled him forward in 
his musical pursuits.  The said participants each described how spirituality had uniquely 
affected their performance belief.     
Physiological and Affective States (RQ1) Summary 
How are collegiate vocal students’ beliefs in their vocal performance abilities influenced 
by physiological and affective states? 
 Among the four sources of self-efficacy, physiological and affective states was 
reported as influencing the participants’ performance beliefs most.  Singers in the present 
study who did not experience positive physiological and affective states, related to 
performance, doubted their ability to be successful in the future.  Because physical 
manifestations of nervousness only occurred after particular mental thought processes, 
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participants alluded to the mind being the greatest deterrent to free vocal performance.  
Participants described how moments of self-doubt and stress affected performance belief, 
which subsequently affected performance.   
 Although nervousness was described as a motivator to thorough preparation, and 
for some singers, was a catalyst to excellent performance, there were other participants 
who highlighted the physiological and mental effects of nervousness as detrimental to 
performance. They asserted that performance anxiety during performance could cause 
technical or musical mistakes, shaking of arms and legs, memory lapses, tightening of the 
throat, hindrance to expression and relaxation, shallow breathing, and less-supported 
vocal delivery.  Five participants shared that perfectionist tendencies, related to vocal 
performance, inhibited their performance belief.  Although perfectionist tendencies 
motivated the five participants to push themselves to achieve excellent performance, 
perfectionism also produced in them feelings of self-doubt, frustration, and 
discouragement.  Participants reported that other causes for inhibiting states were 
performance context, lack of vocal knowledge, and the feeling of being judged. 
Nervous excitement and preparation were identified as potential facilitators of 
successful vocal performance.  Participants who viewed nervousness as an impetus to 
heightened performance demonstrated greater confidence in their performance abilities.  
Nerves were mentioned as a motivating factor to careful preparation.  In other words, 
thinking and feeling they had prepared thoroughly, many participants reported they were 
able to limit the debilitating cognitive effects of nervousness while simultaneously 
diminishing the negative physical manifestations of nervousness.  Although some 
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participants reported superior performance as total body control, while others argued that 
relinquishing control was ideal, all participants reported that thorough preparation 
facilitated excellent performance.  As the singers progressed in vocal knowledge, body 
awareness, and mental control, they reported that they were able to channel nervousness 
positively.     
Character embodiment and spirituality were also prominent themes in managing 
nervousness as well as freeing the voice during performance.  Participants affirmed that 
focusing their minds on something other than technique actually generated better vocal 
performances.  Assuming a particular character in performance was conveyed to facilitate 
maximum mental, emotional, and physical freedom.  Several participants mentioned their 
spirituality as providing facilitative indicators related to performance ability.  Participants 
who indicated spirituality as a facilitative state described how spirituality had uniquely 
affected their performance belief through feelings of peace, assurance, and inspiration.     
The Four Sources of Self-Efficacy (RQ1) Summary 
How are collegiate vocal students’ beliefs in their vocal performance abilities influenced 
by each of the four self-efficacy sources (enactive mastery experience, vicarious 
experience, verbal/social persuasion, and physiological/affective states)? 
Enactive Mastery Experience 
 Mastery experiences in studio lessons, practice, and performance were reported to 
influence the participants’ perceptions of their vocal performance ability.  Participants 
reported mastery experiences in studio lessons when lessons were tailored to student 
need, were productive, and when progress could be perceived within lessons and over 
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time.  Practicing was conveyed as conducive to mastery experience when a practice 
routine was designed specifically for one’s voice and current circumstance.  Successfully 
executing challenging vocal tasks was identified as particularly influential in developing 
performance belief.  Participants primarily framed success in vocal performance in terms 
of letting go of technique, portraying emotion, and connecting with the audience.  Factors 
that were highlighted as hindering mastery experiences were lack of preparation, 
performing music that was beyond one’s current ability, and an inability to adapt to 
different performing contexts. 
Vicarious Experience 
 Singers in the present study communicated that they primarily utilized vicarious 
experience for gathering information to be deconstructed and personally applied, rather 
than as a means of imitation.  In general, participants reported that they looked to master 
models for inspiration and perceived a master model’s performance as an ideal toward 
which they could strive to become.  Most participants remarked that coping modeling 
was more beneficial than master modeling because, as the singers watched peers work 
through vocal challenges, they reported developing critical visual and listening skills.  
Peer coping models were conveyed to exemplify hard work and provide emotional 
support.  
 Most participants viewed competition as a motivator to work hard.  However, 
vicarious experience was portrayed as a negative source influence when singers 
compared their ability to another’s ability.  Singers who perceived competitions as 
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contexts where they needed to prove themselves, or outperform others, reported negative 
vicarious influences on self-belief.  
Verbal/Social Persuasion 
 Although positive feedback from family and non-vocal peers was conveyed as 
“nice to hear,” the participants asserted that teacher feedback was the most influential 
form of verbal/social persuasion.  Students reported that they trusted their teacher’s 
feedback because they perceived that their teachers had an objective perspective, the 
experience to judge accurately, and each student’s best interest at heart.  Feedback from 
teachers was reported to be most beneficial to vocal performance belief when the 
feedback was specific, timely, and constructive.  Multiple participants shared that even 
one encouraging comment from a trusted teacher significantly influenced their perception 
of ability. 
 Several participants noted that a lack of feedback and encouragement, particularly 
during the early stages of vocal study, may be damaging to self-belief.  When participants 
did not know whether they were singing the “right” classical technique, they confided 
that they began to doubt their ability and potential.  Each participant shared instances 
when negative verbal or non-verbal messages had negatively impacted their performance 
belief.  Singers’ vocal performance beliefs were influenced by negative messages 
according to how they received, deconstructed, and interpreted such messages.  As the 
participants became adept at filtering and interpreting messages from others, they 
reported that they were better able to manage the effects of the messages on their 
performance beliefs.                
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Physiological and Affective States 
 Of the four sources of self-efficacy, physiological and affective indicators of 
performance ability were reported by the participants to have the greatest influence on 
vocal performance belief.  Preparing meticulously, experiencing positive thoughts, 
feeling freedom of voice and body, connecting with the audience, portraying a character, 
embracing nervous energy, and exploring spirituality were facilitative states that were 
conveyed to foster performance belief.  When singers experienced one or more of the 
aforementioned states in performance, they reported positive source influence related to 
the specified physiological and affective indicator/s.   
 Although some participants portrayed nervousness as a motivator to thorough 
preparation and a facilitator to superb performance, other participants mentioned the 
physiological and mental impairments that occurred as a result of performance anxiety.  
They asserted that performance anxiety during performance could cause negative mental 
processes, technical or musical mistakes, shaking of arms and legs, memory lapses, 
tightening of the throat, hindrance to expression and relaxation, shallow breathing, and 
less-supported vocal delivery.  Five of nine participants confided that their perfectionist 
tendencies interfered with performance belief because they held themselves to 
unrealistically high standards.  Negative thoughts, tied to perfectionist tendencies, were 
highlighted by several participants as triggering performance anxiety.  Participants 
reported that other causes for inhibiting states were lack of vocal knowledge and the 
feeling of being judged. 
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Personal and Contextual Factors 
Bandura (1997) asserted that issues related to environment and context must 
always be considered when studying the development of self-efficacy.  According to 
Bandura’s theory of Triadic Reciprocal Causation, three determinants: personal 
(cognitive, affective, and biological events), behavioral, and environmental—exert 
interactional influence upon each other.  For the purposes of this study, I investigated 
how cognitive self-regulation, the relationship between students and their voice teachers, 
the environments of vocal learning and performing, and gender interacted with the 
aforementioned determinants. 
Cognitive Self-Regulation 
Participants in this study shared tremendous insights about how to regulate 
thoughts. Hailey, for example, realized that negative messages can “break you down” and 
reported developing mental regulation skills in order to stop such messages from 
adversely affecting her belief.  Emma shared that she recognized the importance of 
catching negative thoughts early and changing her thinking to be constructive.  Madeline, 
Anna, and Ashley all addressed how they turned negative feedback from others into 
something constructive.  For Madeline, the development of constructive thoughts came 
through listening to recordings of herself and comparing the recordings to what others 
said, while Anna tried to keep the end goal in mind rather than the words of others.  
Ashley utilized three filters when assessing the validity of others’ comments: (a) 
frequency, (b) source; and (c) her own perspective.  In utilizing the aforementioned 
filters, she only let stick in her mind what she deemed to be true.  Because Hailey 
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considered singing to be “really personal,” she highlighted the need to filter feedback in 
order to be true to her own technique and vocal health.  Likewise, Emma explained that, 
when vocal awareness and confidence meet, then singers are most empowered to self-
assess: “The most important thing is for me to know myself and to be able to filter the 
feedback that I get.”  In order to filter negative thoughts, Cameron recommended asking 
the following questions:  
Why am I thinking this thought?  How is it affecting me?  How is this affecting 
the way I’m feeling?  How does this affect the way that I’m singing?  Is it positive 
or negative?  If it is negative, how do I get rid of it?  
Participants managed their thoughts in slightly different ways, but all participants 
conveyed that the ability to filter and regulate thoughts was essential for longevity in the 
field of vocal performance.    
Student/Teacher Relationship 
Interview data revealed the immense trust singers placed in their voice teachers—
almost a blind trust during the early stages of vocal study.  As illustrated through 
Katherine’s vocal learning experiences (the first teacher hindered her performance belief 
and the second fostered her belief), teachers may influence the often-fragile performance 
beliefs of their students.  Emma recounted an experience that caused her to doubt her 
choice to pursue vocal performance.  One comment from Emma’s vocal instructor caused 
a dark cloud of negative thoughts to engulf her perspective when she perceived her 
teacher viewed her soubrette voice as less impressive than the dramatic, bigger-voiced 
sopranos.  Although she later found that she had misunderstood her teacher’s comment, 
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the experience nevertheless highlighted how communication from a teacher may 
dramatically hinder a student’s vocal performance belief.  Conversely, Mason suggested 
that one positive comment from a teacher can “fix” the detrimental outcomes of negative 
thought patterns.   
Singers, we just tend to lose our confidence really fast.  I don’t know, maybe just 
me.  But I feel like a lot of singers tend to lose their confidence fast so like, one of 
the easiest ways to fix it is when your voice teacher says, “Yeah, that was really 
good!  That was awesome!”—especially if you know that you can trust them.  
Ashley maintained that she sang better when her teacher nurtured her performance belief.  
She claimed that a teacher’s belief helped her feel more capable and accomplish more, 
and argued that teachers should focus on potential instead of current vocal ability: 
I think that the teacher’s belief in a student’s vocal ability really affects the 
student’s belief.  That’s why I think it is very important that teachers do believe in 
their students and maybe not see them for how they are in their current vocal 
ability, but what they can become.   
Further emphasizing the need for positive student/teacher relationships in fostering 
performance belief, Cameron said,  
I think it’s an important aspect of undergraduate education to have a teacher who 
is encouraging and who doesn’t pad things, who tells you what you need to 
improve, but who does so in a way that you feel excited about the prospect of 
making progress and not scared.   
In summary, from their voice teachers, students valued: (a) immediate and honest 
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feedback, (b) high expectations, (c) knowledge and experience, (d) concern and care for 
students, and (e) open communication.  The ways in which teachers fostered or hindered 
their students’ vocal performance beliefs were shown in this study to influence the vocal 
growth and development of the participants.     
Environment  
The perceived safety of a performing environment was cited as a major factor 
affecting performance belief.  As will be described in the following two sections, safe 
places allowed the singers to take risks, explore, and focus on characterization and 
communication with the audience; conversely, harmful domains were identified as places 
of judgment in which vocal and expressive freedom were stifled.  According to many 
participants, such places stymied creativity and made them feel self-conscious.  Although 
the participants responded differently to each performance environment and reported 
feeling safe to varying degrees in different contexts, most remarked that the catalyst to 
unsafe environments was a feeling of being judged.  
Safe places.  According to Anna, the vocal department was “spiritually enlarging 
and community building.”  Similarly, Savannah described the vocal program at 
Crestmont as “very supportive”—peers attended each other’s recitals, and offered 
insights and advice.  Savannah argued that learning in an environment of safety was 
important to building performance ability and confidence, especially “when you’re not a 
pro yet, and you’re still kind of learning.  That kindness makes all the difference.”  In 
addition, the vocal department was generally portrayed as a place of shared knowledge—
where all faculty contributed to students’ development through “multiple qualified 
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perspectives” (Katherine).  Katherine remarked that she appreciated the feeling of 
support, and “belonging to a group where all are trying their best.”  Safe places for 
learning and performance were described as fostering vulnerability, trust, and freedom of 
voice and expression.   
When asked, who had created the safe culture in the vocal department, the 
participants generally gave credit to the professors.  For example, Hailey highlighted that 
in selecting candidates for the program, faculty not only looked at vocal ability, but also 
work ethic and the ability of singers to interact positively with others.  Faculty made 
student cohesion a priority and selected students who would perpetuate a positive 
environment.  For example, Hailey highlighted that her voice teacher created extra-
curricular opportunities for students to “bond.”  Mason viewed faculty as friends whom 
he could approach with questions or concerns.  In addition to teachers’ supporting 
students, they also demonstrated support for each other.  Cameron remarked that teachers 
frequently encouraged students to seek feedback from other professors “without 
displaying a hint of jealousy or pride.”  Most participants conveyed that, within the vocal 
department, there was an overall feeling of happiness for the successes of all.  
Although most participants perceived a safe environment as an external factor, 
Cameron held a different belief.  He argued that a safe place was created as he opened 
himself and shared feelings in an emotionally honest environment—feelings he would 
not otherwise express.  He, therefore, maintained that creating safe places for 
performance was a personal endeavor.    
 Harmful domains.  Despite the fact that the participants generally perceived the 
 	
240 
vocal department and their private studios as supportive, they had all experienced the ebb 
and flow of self-consciousness in situations that, for them, represented harmful domains.  
Savannah recalled isolated competitive events during high school as “places of cut-throat 
competition, where people step on others to build themselves.”  In harmful domains, she 
struggled to sing freely: “My brain gets weird and it totally affects what my voice is 
going to do.  It really affects me.”  Masterclasses were deemed safe or unsafe based on 
peer trust, and situations of comparison were reported to negatively affect all participants.  
If Anna knew that her peers were judging her, for example, she reported feeling 
paralyzed in her performance; she became terrified to make a mistake, rather than “just 
going for it.”  In unsafe environments, Ashley also described feeling self-conscious and 
limited in her ability to perform freely.   
Emma suggested that harmful domains did not necessarily need to affect vocal 
performance and belief.  Although she reported that there were peers within the vocal 
program who were judgmental, she had begun developing the ability to manage how 
judgments affected her.  Emma argued, “In the big picture, it doesn’t matter what they 
think.  People will give their opinion, people will give you their advice, and you just have 
to take what’s helpful, and leave what’s not, and move on.”  Emma insisted that 
managing the influence of a harmful domain on self-belief began with an awareness of 
the situation.  
Gender 
 In the present study, I looked at whether the gender of the participants or the 
gender of the voice teachers with whom the participants studied had any noticeable 
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effects on source interactions.  I detected no trends related to gender and source influence 
among the participants in this study.  Furthermore, as I investigated same or different 
gender of voice teachers and students, in relation to source influence, no consistent 
themes emerged.    
Personal and Contextual Factors (RQ2) Summary 
In what ways do personal and contextual factors (e.g., cognitive self-regulation, 
student/teacher relationship, environment, gender) mediate the influence of the four self-
efficacy sources upon vocal students’ beliefs in their performance abilities? 
The present study highlighted personal and contextual factors that influenced 
participants’ interactions with the four sources of self-efficacy.  Cognitive self-regulation, 
the student/teacher relationship and environment were all identified as mediating factors 
in shaping vocal performance beliefs.  I did not identify consistent trends, specific to 
participant gender or teacher gender, that related to the four sources of self-efficacy.     
Cognitive self-regulation.  Participants in this study shared insights regarding 
how to regulate thoughts.  Participants suggested: 
• Catching negative thoughts and replacing them with positive thoughts 
• Turning negative feedback into constructive learning 
• Listening to recordings of self in order to self-evaluate 
• Focusing on the end goal 
• Filtering feedback according to one’s own technique and vocal health 
Several participants recommended that when assessing the validity of others’ comments, 
one should ask, “What is the frequency of this feedback?  Do I trust the source?  What is 
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my perspective on the matter?”  Although participants managed their thoughts in slightly 
different ways, all participants alluded to the necessity of regulating thoughts in order to 
ensure longevity in the field of vocal performance.  In essence, participants indicated that 
vocal awareness, plus the ability to self-assess, lead to vocal performance confidence.      
 Student/teacher relationship.  Interview data revealed the immense trust singers 
placed in their voice teachers—almost a blind trust during the early stages of vocal study.  
From their voice teachers, students valued: (a) immediate and honest feedback, (b) high 
expectations, (c) knowledge and experience, (d) concern and care for students, and (e) 
open communication.  The ways in which teachers fostered or hindered their students’ 
vocal performance beliefs were shown in this study to influence not only the vocal 
growth of the participants’ voices, but also students’ performance beliefs. 
 Environment.  The perceived safety of a performing environment was cited as a 
major factor affecting performance belief.  The vocal department was generally portrayed 
as a place of shared knowledge—where all faculty contributed to students’ development.  
The participants reported that they sensed the voice faculty cared deeply about each 
individual’s success.  Additionally, the participants remarked that their peers in the vocal 
program supported them in their learning and progress.  Rather than perceiving safe 
places as an external factor, as most participants did, Cameron argued that safe places for 
performance were created as he opened himself to emotionally honest performance.    
Although the participants responded differently to each performance environment 
and reported feeling safe to varying degrees in different contexts, most communicated 
that the catalyst to unsafe environments was a feeling of being judged.  Despite the fact 
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that the participants generally perceived the vocal department and their private studios as 
supportive, they had all experienced situations that, for them, represented harmful 
domains.  Harmful domains were described as inhibiting expression, creativity, vocal 
freedom, and vulnerability.  
Emergent Themes 
 
 In addition to cognitive self-regulation, the student/teacher relationship, and 
environment, several other factors were shown to mediate the influence of the four 
sources of self-efficacy upon the vocal students’ performance beliefs in the present study.  
The first emergent theme I will discuss is the right-wrong paradigm, which refers to the 
prevalent practice of referring to vocal technique as “right/wrong,” and the associated 
influences on performance belief.  Next, I will highlight how persistence emerged as an 
important factor in shaping positive performance belief.  Last, I will outline how the 
quality of resilience was conveyed in helping participants overcome challenges and 
develop positive performance belief. 
Right/Wrong Paradigm 
 Many participants referred to their singing in terms of having “right” or “wrong” 
technique.  When they sensed they were singing with the right technique, they were more 
confident in their performance ability.  Several participants mentioned that early in their 
vocal study they depended largely on the assessments of their teachers to determine 
whether they were singing according to prescribed classical technique.  For example, 
Anna said, “She explained things in a way that really made sense, and provided really 
clear, instant feedback for doing right and wrong.”  Lending a slightly different 
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perspective to the right/wrong paradigm, Hailey described singing with the right 
technique based on how she felt while she was singing.  Thus, when someone told Hailey 
she was singing beautifully, yet her vocal production did not feel right, then she did not 
give credence to the compliment.  “Correct” technique was therefore discerned both 
according to feedback from teachers and how the singers felt while applying the 
technique.  Cameron extended the notion of right and wrong to performance preparation.  
He described feeling worried about doing all the right things leading up to performance—
eating right foods, not exerting himself vocally, yet warming up just the right amount.  
When participants perceived that they were singing, feeling, and preparing in the right 
manner (as subjective as the perspective of right might have been), they demonstrated 
greater performance belief.       
Participants who perceived they were singing with the “wrong” technique 
experienced a greater degree of self-doubt and frustration.  Katherine remarked, “I was so 
frustrated because I felt like I wasn’t progressing and I wasn’t doing anything right.”  
Additionally, Savannah mentioned that practicing was difficult because she was still 
trying to figure out what was right and wrong with her voice.  Ashley described her 
thoughts during her early days of vocal study: “Am I doing this right?  What is she going 
to say about this?  Am I doing this technique right?”  In contrast, Cameron suggested 
viewing vocal development as a continuum, instead of “right” or “wrong.”  In so doing, 
Cameron reported that he was able to pursue more consistent technique without the 
baggage of wondering if he was good enough.  He described feeling confident that, 
through hard work, he would eventually achieve a refined and consistent technique.  
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Because the participants’ perceptions of “right” or “wrong” singing impacted how they 
viewed their own performance ability, influences from the four sources of self-efficacy 
were, at times, viewed through a lens of right and wrong.       
Persistence  
Persistence, or the continual pursuit of a given course of action, factored 
prominently into the participant stories.  Ashley’s description of her audition process 
demonstrated remarkable persistence.  On the day she received her second rejection from 
the program, she recalled thinking: “I want to do this so bad, and I know I can . . . I just 
can’t give up.”  Even when Ashley’s voice teacher hinted that she should have a back-up 
plan if she did not get accepted into the program, Ashley maintained that majoring in 
vocal performance was her only plan.  Because of her eventual success on such a long 
and difficult road to receiving acceptance into the vocal major, Ashley developed the 
belief that she could accomplish anything she put her mind to.  Another example of the 
relationship between persistence and performance success was shown by Emma.  
Questioning whether she could successfully prepare and perform the role of Susanna (Les 
Nozze di Figaro) while working, going to school, and planning her wedding, Emma 
persisted.  Sticking with the task of learning a sizeable operatic role, while 
simultaneously juggling a multiplicity of other demands, produced in her tremendous 
feelings of accomplishment and capability.  She stated, “After that [performance] 
moment, whenever I’ve approached something hard, I just tell myself, “I did Susanna!  I 
can do this!  I did Susanna while I was doing a lot of other things, so I can do this!”  The 
previous two examples highlight the effects of persistence on performance belief; yet, 
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Cameron asserted that persistence can be generated by certain beliefs.  For Cameron, 
obtaining a conviction of his desired course of action motivated him to persist during 
difficult times:   
I feel like it would be a lot more difficult for me [to persist] if I didn’t have a 
really strong conviction, and a continuing sense of confirmation that I’m doing 
what I’m supposed to be doing.  
The quality of persistence was most distinctly identified in source interactions when 
participants faced difficulty.  Participants shared experiences of persistence related to 
auditioning for the program (EME), feeling lesser than their peers (VE), learning difficult 
music or operatic roles (EME), the arduous task of daily practice (EME), navigating 
discouraging messages from others (VSP), and pushing through particularly difficult 
mental obstacles (PAS).      
Resilience 
 Resilience is one’s capability to bounce back quickly from setbacks and 
challenges. Participants reported that, over time, they had developed resilience as they 
had learned to self-assess and utilize cognitive self-regulation.  For example, Anna 
reported learning to recover quickly from setbacks as she deconstructed feedback and 
stayed focused on her end goal: “My main goal is to be able to model good vocal 
technique, so that’s kind of what I focus on, and I really try not to let negative feedback 
consume me or bother me too much.”  Similarly, Savannah shared that as she relied on 
her own success measurements, she was better able to define her own success and was 
less affected by negative feedback.  The way in which participants responded to failure 
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further highlighted the relationship between resilience and performance belief.  Cameron 
described placing performance mishaps in perspective: “I try to not let bad performances 
discourage me, and I’ve done a pretty good job to just laugh off when performances have 
gone really, really poorly.”  In like manner, Emma responded to failure with a focus on 
the positive: “So, instead of feeling like I totally bombed a performance, and telling 
myself I can’t sing, and can’t do this anymore, I try to analyze the situation and realize 
what went well, and what I can improve.”  The quality of resilience was, therefore, 
conveyed to enable participants to recover quickly from momentary hindrances to self-
belief.  Resilience was portrayed most clearly as participants utilized cognitive self-
regulation (PAS) in responding to negative feedback (VSP) and difficult performance 
experiences (EME).  
Summary 
 In this chapter, I have summarized the patterns that emerged among the nine 
participants in relation to the four sources of self-efficacy, personal and contextual 
influences, and emergent themes.  In addition, I have highlighted instances where an 
individual’s story represented disconfirming evidence, or a departure from what other 
participants shared.  In so doing, I hope to emphasize that, although many consistent 
themes were identified, interactions with the sources of self-efficacy may be unique for 
each person and that all experiences are mediated by individual perception.   
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CHAPTER 6: DISCUSSION, IMPLICATIONS, AND RECOMMENDATIONS 
Research has shown that self-efficacy belief correlates positively with successful 
performance (Clark et al., 2014; McPherson & McCormick, 2006; Ritchie & Williamon, 
2012). Furthermore, performance perception is malleable and is mediated by individual 
perception (Hendricks, 2009; see also Bandura, 1997) and personal and contextual factors 
(Schunk & Usher, 2012; Usher, 2009; Usher & Pajares, 2008).  In this dissertation, I 
examined how collegiate classical vocal students constructed and evaluated information 
related to their vocal performance self-efficacy.  This is the first study, to my knowledge, 
to examine the influence of the four sources of self-efficacy and personal and contextual 
factors on classical collegiate vocalists’ performance beliefs.  This dissertation, therefore, 
presents a unique view into the ways in which vocal self-efficacy beliefs are both fostered 
and inhibited.  Building upon the scholarship of Bandura (1997), this dissertation shows 
how nine collegiate vocalists shaped their performance belief as they exercised agency 
over their behavior and cognition.  
Vocal students in this study described how they progressed in self-belief by 
moving from a reliance on external assessments of ability to a reliance on self-appraisal 
as they (a) developed their technique through practice, studio learning, and performance 
(enactive mastery experience); (b) watched coping and master models (vicarious 
experience); (c) received feedback (verbal/social persuasion); (d) knew and felt 
physically when they were singing freely (physiological and affective states); and (e) 
learned to exercise agency (cognitive self-regulation).  Aligning with the research of Lent 
et al. (1996), I detected strong interrelationships among the four sources of self-efficacy, 
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particularly among mastery experience, verbal/social persuasion, and physiological and 
affective states.  For example, participants reported that as they performed well, received 
praise, and experienced positive physical and emotional indicators of ability, they 
experienced an increase in self-efficacy belief.  In addition, as individuals in the study 
became adept at filtering thoughts and managing perceptions related to performance 
experiences, they reported increased performance belief which facilitated performance 
quality.  
Participant stories highlighted how classical collegiate vocalists may be 
influenced by the four sources of self-efficacy and other factors as they shape their 
performance beliefs.  A particularly important finding from this study was the common 
and consistent reliance singers placed on physiological and affective states.  Although 
Bandura (1997) asserted that mastery experience is the most powerful source influence, 
he also noted that “somatic indicators of personal efficacy are especially relevant in 
domains that involve physical accomplishments" (p. 106).		In the present study, 
participant reports revealed that physiological and affective indicators during 
performance influenced singers’ perceptions of performance success more than the actual 
performance event.  Because singing is “as complicated as any task performed by the 
human body” (Doscher, 1994, p. 58), and because the vocal instrument is synonymous 
with the body, how the participants felt while performing appeared to be the strongest 
influencer of performance perception.    
In this chapter, I describe how each of the four sources of self-efficacy (enactive 
mastery experience, verbal/social persuasion, vicarious experience, physiological and 
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affective states) influenced nine classical collegiate vocal students’ performance beliefs.  
Next, I indicate ways in which cognitive self-regulation, the student-teacher relationship, 
environment, and gender appeared to affect their formation of performance perception.  
Last, I discuss three emergent themes (right/wrong paradigm, persistence, resilience) that 
seemed to influence the participants’ interactions with the four sources of self-efficacy.   
Self-Efficacy Sources 
Enactive Mastery Experience 
In the present study, studio learning, private practice, and public performance all 
provided contexts for potential mastery experiences.  Similar to Davis & Pulman’s (2001) 
study on integrating a performance class into collegiate instrumental curriculum and 
Marshall’s (2011) dissertation related to performing opportunities of undergraduate 
vocalists, participants in the present study reported that tangible evidence of performance 
success helped them feel confident in their progress, capability, and performance 
potential.  However, the degree to which a participant’s self-efficacy belief was affected 
by performance experiences (both positive and negative) was mediated by the 
individual’s perception of the performance event.   
Studio learning.  Because the participants viewed studio lessons as mini 
performances (LeFevre-Milholin, 1992), the private lesson was generally described as the 
performance context in which the most mastery experiences occurred.  Aligning with the 
research of Ericsson, Krampe, and Tesch-Römer (1993) on cultivating expert music 
performance, when studio performance tasks could be correctly understood after a brief 
period of instruction, and were individually tailored to a student’s pre-existing knowledge 
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and immediate needs, then studio performances increased performance belief.  In 
addition, private lessons were reported to positively influence participants’ performance 
belief as they were able to track progress over time, affirming that small 
accomplishments foster self-efficacy belief.  The aforementioned finding corroborates 
with the Butz & Usher (2015) study in which middle school students reported increased 
academic self-efficacy belief in math and reading as they noticed progress over time.  
When the aforementioned conditions were not present, participants reported a 
decrease in positive mastery experiences in the private vocal studio.  Hailey recounted 
feeling discouraged when she struggled to assimilate complicated vocal tasks in her 
lessons, suggesting that performance tasks were not appropriately matched to her 
capability.  Mason confessed that in his voice lessons, he intentionally focused his mind 
on something other than what he perceived his teacher was evaluating.  In this way, he 
protected himself from feelings of failure, yet potentially forfeited mastery experiences.  
Katherine described lessons as a freshman in college as frustrating because her teacher 
did not explain vocal concepts in a way that she understood.  The ambiguity she 
experienced during her lessons, both related to her understanding vocal technique and her 
teacher’s assessments of her vocal ability, led to what Hardy III (2014) called “negative 
self-efficacy effects” (p. 157).  
 Practice.  Ericsson and Charness (1994) argued that expert performance is 
cultivated over time through deliberate practice, yet apparent through the stories of my 
research participants was the need described by Ali (2010) to link lesson content, 
practice, and successful performance.  Although the participants thought that their 
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teachers could provide guidance related to repertoire, warm-up exercises, and specific 
techniques to practice, most intuited that knowing one’s own voice was key to structuring 
successful practicing.  Findings from this study align with Frey-Monell’s (2011) appraisal 
that those who are empowered to self-assess are able to learn self-regulatory skills, self-
judgment, and the ability to self-correct.  Data in the current study suggested that the 
more adept the singers became at self-assessment, the more mastery experiences they 
achieved in practice.  Participants reported that as they developed the ability to self-
assess, the more skilled they became at shaping effective practicing and achieving 
mastery experiences in different performance contexts.  
Performance.  Mastery experiences through public performance were generally 
reported as increasing participants’ performance belief and positively influenced future 
performances.  This finding resonates with that of Marshall (2011), who discovered that 
undergraduate vocalists who engaged in frequent performance experiences were more 
likely to be confident in their ability to be successful.  Participants in the present study 
further expressed that the more vocal knowledge they acquired, the more confident they 
became in achieving mastery experiences in recitals, master classes, concerts, and operas.  
Aligning with the writings of Bandura (1997), mastery experiences affected singers’ 
performance belief according to the (a) difficulty of the task, or song/role; (b) 
performance circumstance; (c) pre-performance expectations; (d) amount of effort 
expended in preparation; (e) pattern of successes and failures; and (f) way the experience 
was cognitively deconstructed and remembered. 
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Difficulty.  Participants claimed that successful execution of difficult songs and 
operatic roles had a positive relationship to performance perception.  Emma’s experience 
learning and performing the challenging role of Susanna (Le Nozze di Figaro), for 
example, represented a performance task which significantly increased her performance 
belief.  Contradictory evidence, however, was presented as Mason described changes to 
his confidence based on his perceived ability to successfully perform assigned repertoire.  
When he was permitted to choose his own repertoire, he was confident in his ability to 
successfully perform the music.  Yet, when he was assigned difficult foreign songs, he 
reported feeling inadequate in his ability to successfully deliver the repertoire in 
performance.  In their article on deliberate practice, Ericsson, Krampe, and Tesch-Römer 
(1993) emphasized the importance of structuring performance tasks based on the 
preexisting knowledge of the learner.  It may be that Mason was experiencing something 
similar, in that the performance task was beyond what he was capable of successfully 
executing.  
Performance circumstance.  In Gavin’s (2010) investigation of degree 
persistence of music education majors, some participants reported that they did not find 
the same degree of enjoyment in performing as they had prior to college.  In the present 
study, some participants expressed the same sentiment, particularly in relation to 
performing circumstances in which they felt judged.  Furthermore, increased expectations 
associated with collegiate vocal performance lessened performance enjoyment for some 
participants.  For example, Mason reported feeling anxiety when he performed for his 
teacher in studio lessons.  Savannah also described feelings of intense nervousness when 
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she thought she was being judged by her peers in masterclasses.  In a more general way, 
Madeline expressed a decrease in performance confidence due to the competitive nature 
of the vocal program.  Both Emma and Cameron, however, maintained that developing 
the ability to sing in varying performance situations was essential to performance 
success.  
Expectations.  Although participants desired to perform well in every context, 
they communicated that as they had matured vocally and emotionally, they were better 
able to place performances in perspective.  For example, Madeline remarked that early in 
her vocal study she thought that performances were “everything,” but had since learned 
to avoid such a perspective.  In so doing, her performance belief was not significantly 
impacted when a performance went awry.  In approaching various performance 
situations, Cameron alluded to the fact that every performance is different and that 
different is not necessarily a bad thing.  He mentioned that even though he might not 
perform to technical perfection, a performance was a success when he was able to open 
himself to the audience.   
Preparation.  Similar to the findings of Clark, Lisboa, and Williamon (2014) who 
investigated the thoughts that accompany successful musical performances, the 
participants in the present study expressed that thorough preparation allowed them to feel 
confident going into performance.  When the singers were well prepared, they conveyed 
that they were better able to let go of technical control and center their minds on 
expression and characterization.  Conversely, lack of preparation was associated with 
heightened nervousness and a focus on the technical aspects of performance.  
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Pattern of success and failure.  Although successful performances were reported 
to generally bolster performance belief, negative performances appeared to affect each 
participant differently.  Negative performances affected singers according to each 
singer’s perception of the experience.  For example, singers with higher performance 
belief remarked that they were able to shrug off poor performances and that they did not 
see one performance as indicative of talent, vocal ability, or potential.  Additionally, they 
reflected on feelings and sensations of successful performances (Clark, Lisboa, & 
Williamon, 2014; Hirschorn, 2011), limited the influence of negative performing 
experiences (Hendricks, 2016), and sought to re-create scenarios of success.  Singers with 
lower performance belief, however, responded differently to failure.  Although Hardy III 
(2014) suggested that failure provides “direct experiential feedback” (p. 157) and reduces 
ambiguity, failure seemed to cause some participants to doubt their abilities to be 
successful in the future.  Negative performances subsequently weighed more heavily on 
students with lower self-belief and memories of the poor performances appeared difficult 
to shake.  
Cognitive reflection.  Participants who developed the ability to “identify the 
causes for success or failure” and “make necessary changes or self-adjustments in their 
learning methods” (Hirschorn, 2011, p. 15) demonstrated stronger performance belief.  
Although Hendricks (2016) remarked that teachers can help students exercise control 
over their experiences by emphasizing the positive and limiting the influence of negative 
experiences, no participants mentioned that teachers had guided them to regulate their 
thoughts regarding past performances.  However, multiple participants highlighted the 
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importance of “knowing one’s own voice” and developing the ability to “evaluate 
performance success on one’s own terms” rather than “relying on feedback from others.”    
Vicarious Experience 
The participants utilized vicarious experience, not as a means of imitating or 
replicating the performance of another vocalist, but more in terms of gathering 
information to be deconstructed, reshaped, and then personally applied.  Bandura (1997) 
outlined that individuals with high performance belief benefit from watching others 
perform successfully (master modeling), while those with low perceptions of personal 
ability benefit from observing others overcome difficulty (coping modeling); yet, 
findings from the present study revealed a slightly different story.  Regardless of 
performance belief, vicarious experience was shown as both a positive and negative 
source influence for the participants.  Vicarious experience affected students positively 
when they were grouped with singers of similar ability as new vocal majors.  In addition, 
as singers became more knowledgeable about vocal function, watching successful 
performances of both coping and master models provided inspiration and motivation to 
work hard.  Conversely, when singers were double cast, or found themselves in various 
contexts of comparison, they conveyed feelings of self-doubt. 
 Master modeling.  Zhou (2014) found that imitating models was beneficial to 
academic self-efficacy, however, participants in the present study did not generally think 
it wise to imitate models due to the fact that each voice is unique.  Instead, they sought to 
emulate qualities such as healthy vocal function, performance practice, hard work, life 
balance, and persistence.  Cameron mentioned that he watched professional performances 
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to get ideas related to expression and artistry.  Mason sang with professional recordings 
because hearing his voice in tandem with a professional singer’s voice made him sense he 
was singing well.  Several participants mentioned that their teachers were models of both 
healthy vocal technique and exemplary personal character.  Master modeling, therefore, 
provided participants with artistic insights, personal guidance, and a vision of what they 
could potentially become.    
 Coping modeling.  In developing vocal technique, the participants reported that 
coping modeling was more beneficial than master modeling.  Aligning to the research of 
Bandura (1997), Hirschorn (2011), and Zimmerman (2000), participants remarked that 
observing peers of similar age and ability was a positive influencer of performance belief.  
Similar to the perceptions of students in Clemmon’s (2007) study, on the vocal pedagogy 
practices of master voice teachers, participants in the present study mentioned that 
interactive vicarious experience (Hirschorn, 2011) in the freshman group voice class 
positively influenced their performance belief.  While feeling intimidated in a highly 
competitive vocal program, the freshman voice class enabled students to observe other 
vocalists who were also just beginning their vocal journey.  Because transition points in 
schooling have been identified as times of decreased motivation and performance belief 
among students (Marshall, 2011; Wigfield, Eccles, MacIver, Reuman, & Midgley, 1991), 
the freshman vocal class was portrayed as a boost to self-belief at such a transition time.  
Similar to Nielsen’s (2004) investigation of first-year music majors, the 
participants did not report coping modeling as especially influential in the learning of 
their instruments, or rather, the developing of their voices.  However, they mentioned 
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numerous other benefits from observing their peers.  Supporting the research of Mann, 
Smith, and Kristjanson (2015), who investigated struggling middle school girls and the 
influence of mentorship on their academic self-efficacy, participants in the present study 
affirmed that observing others’ learning was beneficial.  Watching peers in the process of 
learning allowed participants to see where their peers started vocally, witness them work 
through vocal struggles, and observe them progress.  Observing others of similar ability 
also enabled the singers to think about vocal function—what worked well, what didn’t, 
and why.  Additionally, the freshman voice class was reported to facilitate emotional 
support that continued beyond the confines of the classroom and throughout the college 
experience.  For example, Savannah mentioned that she continued to rely on the friends 
she had made in her freshman voice class long after the class had ended.  It is interesting 
to note that although Bandura (1997), Hirschorn (2011), and Zimmerman (2000) cited 
same gender as an important factor in positive coping modeling scenarios, participants in 
this study benefitted from coping models of both the same and different genders.  In fact, 
similarity of voice and gender was cited by several participants as potentially damaging 
to self-belief because of the tendency to compare or imitate.   
 Competition versus comparison.  Participants in this study primarily viewed 
competition as a motivator to work hard—not to be better than others, but to push 
themselves to achieve their highest potential.  As was evidenced in the study of a 
competitive high school orchestra event (Hendricks, 2009) and a middle school band 
classroom (Hoffman, 2012), however, competitive environments can negatively affect 
performance belief.  Participants in the present study remarked that competition was 
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damaging to self-belief when they compared their abilities to others’ abilities.  For 
example, Mason said that self-deprecating thoughts entered his mind when he watched a 
singer “much better” than he was.  Emma remembered experiencing frustration when she 
witnessed a peer assimilate a new technique faster than she could.  Similarly, Hailey 
recalled comparing herself to others during her freshman year and wondering whether she 
was “good enough” for the vocal program.  Congruent with the findings of Clark, Lisboa, 
and Williamon (2014), performances were reported to be less successful under conditions 
where participants perceived they needed to “prove” their performance ability. 
Verbal/Social Persuasion 
The singers in this study affirmed the importance of feedback, particularly during 
the early stages of vocal development, and specifically from those qualified to give it.  
Similar to Royo’s (2014) research on undergraduate vocal study, participants suggested 
that performance belief may be affected by social dynamics with peers and teachers.  
Cameron remarked, “As a performer, I feel like we often gauge our success, for better or 
for worse, on the reaction of teachers, peers, or the audience.”  Participant stories, 
therefore, confirmed the words of McGrath, Hendricks, and Smith (2016): “The people 
with whom we choose to associate, both in music and in life, can have a deep impact on 
how we feel about ourselves and how we perform” (p. 27).  
When participants’ vocal knowledge was limited, they confided in the messages 
communicated by their teachers to gauge how well they were or were not doing.  In 
general, interview data showed that students who were encouraged by their teachers 
during the early stages of vocal study eventually developed the cognitive self-regulation 
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skills to measure their own success.  As they became adept at deconstructing messages 
from others and developing the ability to self-assess—“thinking independently and 
reflecting dispassionately on their practice and performance” (Daniel, 2001, p. 217)—the 
words of others appeared to have less of an impact on performance belief.   
Feedback.  Teacher feedback was reported by the participants as the most 
influential form of verbal/social persuasion, and it appeared to have a direct influence on 
students’ performance beliefs.  Reflecting Bandura’s (1997) assessment of a receiver’s 
trust in communicated evaluations, participants trusted feedback insofar as the 
communicator was (a) skilled at the said task; (b) able to objectively measure 
performance capability, and (c) had experience observing many people perform the 
activity and their later accomplishment (p. 105).  Two additional factors that surfaced in 
the data were (d) the relationship between the communicator and student; and (e) the 
communicator’s knowledge of the student’s vocal history and current vocal aims.  For 
example, Cameron mentioned that when feedback came from his teacher who knew his 
voice, whom he had worked with in a one-on-one setting on specific techniques, and 
whom he trusted implicitly, then he would implement the feedback immediately.  
However, if feedback was offered by a master-class technician, who might have superior 
qualifications, yet not know Cameron’s voice intimately, Cameron would “take it with a 
grain of salt,” extracting what he deemed helpful and leaving the rest behind.  
As was highlighted by Ericsson, Krampe, and Tesch-Römer’s (1993) study on the 
relationship between deliberate practice and expert performance, as well as Lavasseur’s 
(1994) findings related to communication in the vocal studio, paramount to fostering 
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belief is a clear understanding of the task coupled with immediate, informative feedback.  
Participants in the present study reported teacher feedback as positively influential when 
it was specific, technique-based, focused on the positive, timely, and comprehensible.  
For example, Anna indicated that specific feedback from her voice teacher positively 
impacted her performance belief.  In contrast, the negative self-efficacy effects caused by 
evaluative ambiguity (Hardy III, 2014; Schmidt & DeShon, 2010) were highlighted in 
Katherine’s story.  During her freshman year, Katherine did not feel she was 
understanding what her teacher was teaching, nor did she perceive her teacher believed in 
her.  As she looked at other freshmen, she sensed that they were learning and progressing 
and that she was not.  She remarked that over time, her performance belief began to 
diminish.  The lack of positive feedback, and her feeling that she was not understanding 
and successfully implementing what her teacher was trying to teach, led her to drop out 
of the vocal program.  
Encouragement.  Interestingly, Katherine’s story exemplifies both the positive 
and negative influence teachers’ verbal/social persuasion may have on their students.  
Her story supports Hoffman’s (2012) argument that a student’s desire to continue music 
study is largely influenced by the teacher.  Following her withdrawal from the vocal 
major, Katherine decided to enroll in contemporary voice lessons “just for fun.”  As she 
began to study with another teacher, as a non-voice major, the teacher built her 
confidence.  According to Katherine, the new teacher saw great potential in her and 
shared with Katherine honest feedback.  Because of the encouragement she received from 
her second teacher, Katherine recounted that she was prompted to re-auditioned for the 
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vocal program.  The importance of encouragement in the vocal studio, therefore, cannot 
be understated.  As Fryling (2015) described, singers who are persuaded verbally that 
they have the ability to improve their singing technique are more likely to persist despite 
feelings of self-doubt.  Furthermore, the participants reported that affirmative and 
supportive teachers helped them develop confidence in their performance ability.  
Emphasizing the importance of encouragement, Mason said, “Singers tend to lose 
confidence easily, and encouragement from teachers can turn negative thoughts upside 
down.”  The aforementioned statement is congruent with the research of Clemmons 
(2007) who asserted that encouragement from teachers affects “students’ attitudes, self-
confidence, and success” (p. 286). 
Every participant shared instances when they doubted whether they were “good 
enough” or whether they could be successful.  During such times, words of 
encouragement from a faculty member gave them the strength and confidence to 
continue.  Akin to Draves’s (2008) observations of a college songwriting class, teacher 
encouragement led participants in the present study to experience increased musical 
interest and a greater desire to achieve.  For example, Emma remarked that she performed 
better when positive beliefs were instilled in her.  Furthermore, interview and journal data 
showed that it was easier for singers to sustain self-efficacy belief if significant others 
expressed faith in their abilities.  
In a study examining factors that influence success or failure in music, Asmus 
(1986) suggested that students are more likely to persist in music study when teachers 
communicate messages related to effort rather than ability.  Although messages related to 
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effort were similarly a significant motivator for the singers in this study, so also were 
messages of potential achievement.  When Emma experienced discouragement as a 
freshman, for example, her opera coach told her that if she kept working as she currently 
was, she would be highly successful.  As was described in the Butz and Usher (2015) 
study on middle school students’ reading and math self-efficacy development, a single 
(positive or negative) comment was shown to have lasting effects on self-efficacy 
perception.  Because performance belief can be built and shaped, the present study 
supports the aforementioned notion as well as Helmke’s (1995) assertion that a student’s 
prior self-concept is not a significant predictor of future achievement.  For example, 
Katherine recalled being praised by her second college teacher and thinking, “Wow!  
Maybe I can still sing after all!”  She experienced a paradigm shift when her teacher 
affirmed that she had a beautiful voice and tremendous potential.  
Negative messages.  Students with high performance belief reported responding 
differently to negative feedback from teachers and peers than did students with lower 
self-belief.  High-belief singers, as evidenced through survey, interview, and journal data, 
were better able to utilize cognitive self-regulation to assess the validity of negative 
messages and recover quickly from such messages.  For example, although Ashley 
admitted a momentary emotional sting at receiving negative messages, she 
simultaneously viewed negative feedback from those she trusted as “revelatory.”  In 
contrast, Madeline reported that negative messages caused her to get down on herself.   
Negative feedback from teachers was generally perceived as constructive because 
in most cases it was as Baron (1998) suggested—specific, delivered in a timely manner, 
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and offered with consideration of the recipient’s feelings.  However, negative feedback 
from peers was often regarded as destructive criticism.  Similar to Baron’s investigation 
of the effects of destructive and constructive criticism, destructive criticism affected, at 
least temporarily, the participants’ feelings of self-efficacy.  Furthermore, congruent with 
Conway et al. (2010) and Royo’s (2014) studies on the experiences of music education 
undergraduate students, perceptions of peers’ and/or teachers’ attitudes were shown to 
impact self-belief.  When Katherine overheard negative comments from her peers about 
her voice, for example, she experienced emotional pain and struggled for a couple of 
weeks to get the negative messages out of her mind.   
Because a vocalist’s instrument is the body, negative comments related to the 
voice may feel very personal.  Participants demonstrated what McIver (1992) 
described—the difficulty of the voice student to “separate criticism of one’s handling of 
this developing instrument [the voice] from criticism of one’s very personal self” (p. 21).  
Mason, Savannah, and Madeline all expressed the inherent vulnerability associated with 
having one’s body synonymous to one’s instrument.  Savannah said, “A voice is coming 
out of you, and it’s very vulnerable.  It can be hard to differentiate voice and me.”  
Physiological and Affective States 
Data from the Vocal Performance Self-Efficacy Survey (adapted from Zelenak, 
2011) showed mastery experience as the strongest source influence followed by 
verbal/social persuasion, then vicarious experience, and last, physiological and affective 
states.  The aforementioned finding aligns with previous research and empirical evidence 
in identifying mastery experience as the strongest source influence, followed by 
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verbal/social persuasion (Bandura, 1997; Butz & Usher, 2015; Hendricks, 2011; 
Hendricks, 2016; Royo, 2014; Usher, 2009; Usher & Pajares, 2008).  Seemingly in 
conflict with survey data, however, eight of nine participants reported during interviews 
that source influence from physiological and affective states was the strongest indicator 
of performance ability.  At the conclusion of interview two, I asked each interview 
participant what affected their performance belief most: the words of others, performing, 
how they thought/felt while performing, or watching another person execute a similar 
performance.  Eight of nine participants responded that physiological and affective states 
affected their performance belief most.   
I see several potential explanations for the discrepancy between the survey and 
interview data.  First, because the vocal instrument is synonymous with the body, it is 
virtually impossible to separate how one feels during performance with the performance 
task (McIver, 1992).  In looking closely at the wording of the Vocal Performance Self-
Efficacy Survey, I found that six of eight questions under mastery experience began with 
the phrase, “I have had positive experiences . . .”  For vocalists, “positive experiences” 
could relate to how they felt emotionally and/or physically; thus, many of the mastery 
experience questions were likely interpreted as questions related to thinking and feeling.  
Next, it is important to note that my question to the interview participants did not include 
the words “positively” or “negatively.”  I simply asked what source affected their 
performance belief most.  It is plausible, therefore, for a low-belief participant to view the 
question as what source most negatively affected belief, while a high-belief participant 
could interpret the same question as what source most positively affected belief.  Finally, 
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findings from the present study highlight that sources do not influence belief in isolation, 
but rather work in concert to influence perception.  Supporting Bandura’s (1997) notion 
that forming self-efficacy beliefs is a matter of integrating sources of information, Lent et 
al. (1996) said, “Eventually, performance indicators, social encouragement, and 
physiological state are likely to provide convergent information about one’s efficacy” (p. 
305).  
The influence of physiological and affective states on vocal performance belief 
was further highlighted when participants were asked to describe vocal success.  Because 
Bandura (1997) defined self-efficacy belief as one’s ability to “organize and execute the 
courses of action required to produce given attainments” (p. 31), I wanted to understand 
what attainments the participants associated with vocal success.  For example, did they 
consider a performance a success when they exhibited technical proficiency (mastery 
experience), or received praise from significant others (verbal persuasion)?  Confirming 
the significance of physiological and affective indicators, vocal success was primarily 
defined in terms of physiological and affective states (see Appendix R).    
The aforementioned finding supports the theory that physiological and affective 
indicators are particularly important in activities involving complicated physical 
accomplishments (Bandura, 1997).  Ashley shared, “If one feels good about a 
performance, one will have the assurance to be able to perform well in the future.”  
Mason said, “Memories, related to how I feel in performance, are much stronger than 
how I did.”  Participant stories highlighted that personal interpretations of physical and 
emotional states determined whether the indicators facilitated or inhibited performance.  
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For example, some participants remarked that nervousness created a heightened sense of 
awareness and facilitated superior performance, yet others viewed nervousness as a 
hindrance to expression, freeness of body, and technical delivery.  Congruent to Usher’s 
(2009) research of math self-efficacy perceptions of middle school students, participants 
demonstrating strong performance belief framed their feelings of arousal as motivating, 
while participants with lower performance belief viewed nervousness negatively.  
Furthermore, similar to the findings of Rojas and Springer (2014), who found that 
graduate musicians were more confident in maintaining their practice schedules when 
adverse conditions were external, participants in the present study reported that negative 
internal factors were generally harder to “shake” than negative external factors. 
Inhibiting states.  In this study, catalysts of negative somatic and emotional 
indicators (associated with lower self-belief) included physical or emotional stress, which 
resonated with prior literature on anxiety related to being judged (Hendricks, 2009; 
Tobacyk, Downs, & Sarason, 1986); social comparison (Hendricks, 2009); performance 
context (LeBlanc, Jin, Obert & Siivola, 1997; Rife, Lapidus, & Shnek, 2000; Robson & 
Kenny, 2017); inadequate preparation (Clark, Lisboa, & Williamon, 2014); negative 
thoughts, negative self-talk (Bandura, 1997; Clark, Lisboa, & Williamon, 2014); and high 
levels of arousal (Bandura, 1997).  Participants described how the aforementioned 
catalysts could lead to self-doubt, which subsequently affected performance.  
Performance anxiety.  Multiple participants highlighted a struggle with 
performance anxiety.  This finding corresponds with the scholarship of Patston (2014) 
and Robson and Kenny (2017) in showing that performance anxiety is a prevalent 
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concern among undergraduate musicians.  Participants asserted that performance anxiety 
during performance could cause technical or musical mistakes, shaking of arms and legs, 
memory lapses, tightening of the throat, hindrance to expression and relaxation, shallow 
breathing, and less-supported vocal delivery.  Yet, as McGrath, Hendricks and Smith 
(2016) remarked, music performance anxiety is primarily attributable to attitudes and 
recurring thought patterns.  Hailey supported the argument of McGrath, Hendricks, and 
Smith when she claimed that negative attitudes can “break you down” if not managed 
carefully.  High expectations and perfectionist tendencies seemed to exacerbate 
performance anxiety (Patston, 2014; Patston & Osborne, 2016); however, similar to the 
Steptoe and Fidler (1987) investigation of orchestra musicians, participants in the present 
study reported that the more performing experience they obtained, the better equipped 
they were to manage performance anxiety.  Individuals in this study who reported having 
the ability to combat anxiety were those who learned to self-evaluate and regulate 
thoughts (see Rife, Lapidus, & Shnek, 2000) and approach learning with optimism (see 
Orejudo et al., 2017).    
Perfectionism.  The question on the vocal performance self-efficacy survey with 
the lowest mean rating (60.57) was, “I do not worry about making small mistakes during 
a performance.”  The aforementioned survey response highlights how promulgating 
unrealistic performance expectations may inhibit performance belief.  As in the music 
performance anxiety study of children by Ryan (1998), participants confirmed that the 
fear of making a mistake triggered anxiety.  Although striving toward consistent 
technique produced many positive outcomes among the participants, creating a 
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benchmark of perfection was shown to produce feelings of self-doubt.  Ashley, 
Katherine, Hailey, Savannah and Emma admitted that they held themselves to 
unrealistically high standards which, at times, produced unwanted negative thoughts.  
Congruent to the research findings of Kendrick (1979), on managing music performance 
anxiety through cognitive training, as Emma substituted negative thoughts for positive 
thoughts, she was able to keep her performance anxiety at bay.  
Facilitative states.  Although a few participants viewed nervousness as a 
hindrance to optimal performance, multiple other participants perceived nervousness as a 
catalyst to superior performance.  Just as Steptoe and Fidler (1987) found that 
performance anxiety was less of an inhibiting factor as orchestral musicians gained 
experience, vocal students in the present study demonstrated that the ability to channel 
nervousness increased with experience.  Furthermore, understanding how the mind and 
body reacted to different performance contexts (similar to LeBlanc, Jin, Obert & Siivola, 
1997) and understanding how they felt during successful performances (similar to Clark, 
Lisboa, & Williamon, 2014) allowed participants to utilize strategies to recreate optimal 
physical and emotional states for performance.  
Preparation.  Nervousness leading up to a performance was conveyed by many 
participants as a prompting to thorough preparation.  Meticulous preparation was 
subsequently shown to decrease manifestations of physical and mental inhibitors during 
performance.  When participants reported being well-prepared, nervousness just prior to 
performance helped to focus and channel their excitement into engaging performance.  
The aforementioned finding supports Bandura’s (1997) assessment that moderate arousal 
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helps performance, yet high levels of arousal (indicated by some participants as 
accompanying under-preparation) interferes with performance.    
Characterization.  Multiple participants said that focusing their minds on 
something other than technique facilitated their best performances and caused 
nervousness to dissipate.  Mason remarked that centering his mind on the thoughts of his 
character calmed his nerves and improved his vocal delivery.  This finding corroborates 
with Bandura’s (1997) claim about focusing on outward factors.  Bandura posited that 
when attention is limited, focusing on outward factors, rather than inward, can help in 
lessening the negative influence of somatic indicators.  Portraying a fictional character 
during performance was reported by participants in this study to positively enhance all 
aspects of vocal function.  Described by Cameron as “thinking the thoughts, seeing the 
images, smelling the smells, and tasting the tastes of whomever you’re portraying,” 
characterization facilitated freedom of mind, body, and voice. 
Spiritual experiences.  Physiological and affective indicators related to 
spirituality were highlighted by several participants as a belief-enhancing force in relation 
to focusing on overarching goals, receiving feedback, letting go in performance, and 
making educational/career decisions.  Prior research resonates with these findings.  For 
example, spirituality has been found to foster different perspectives and values through a 
process of self-transcendence (Bjorklund & Bee, 2008).  Miller (1999) described 
spirituality as taking energy and directing it to commitments and connections, to personal 
development, or to that which is perceived as a higher power.  Relating spirituality to 
career choice, Wheatley (2002) argued that the concept of vocation comes from a deep 
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spiritual sense of self, in that one’s vocation is more a calling than a choice.  Wheatley 
(2002) further stated, “We can only develop a sense of purpose or vocation from 
believing in a power greater than our own” (p. 43).  The aforementioned statement is 
congruent with the words of Cameron and Savannah, who maintained that they would not 
have pursued voice were it not for a higher power compelling them to do so.    
Personal and Contextual Influences on Self-Efficacy Belief 
In addition to the four sources of self-efficacy, other factors influenced how the 
participants perceived their ability.  The present study builds upon previous self-efficacy 
research (see Bandura, 1997; Hendricks, 2014; Hendricks, Smith, & Legutki; Schunk & 
Usher, 2012; Usher & Pajares, 2008) by highlighting the influence of cognitive self-
regulation, the student-teacher relationship, environment, and gender on performance 
belief.   
Cognitive Self-Regulation  
Participants who managed the messages that entered their minds reported higher 
belief than those who were not adept at regulating thoughts.  Thus, the ability to 
deconstruct, filter, and regulate thoughts was shown among the participants as an 
essential component to successful performance.  Supporting the research of Bandura 
(1997), participants successfully regulated thoughts when they exercised “self-influence 
to bring about desired results” (p. 7).  In order to regulate thoughts, high-belief 
individuals reported weighing the words of others against their own self-perceptions.  As 
participants thought reflectively upon the assessments and appraisals of others, they 
conveyed the ability to form their own perceptions based upon self-made filters.  Ashley 
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highlighted three filters she utilized in assessing the validity of others’ words: (a) 
frequency, (b) source, and (c) her own perspective.  Although each participant was 
successful in managing thoughts to varying degrees, all participants suggested that the 
ability to filter and regulate thoughts was essential to long-term vocal success.  
Student/Teacher Relationship  
In alignment with the research of Gehlbach, Brinkworth, and Harris (2012), who 
hypothesized that improving teacher-student relations may cause better student academic 
outcomes, the present study demonstrated that teachers have a weighty influence on 
students’ performance beliefs.  How teachers build or hinder vocal performance belief, 
therefore, may influence student performance.  Participants identified vocal teachers as 
the most influential source of verbal/social persuasion due to the trust they had in their 
candor, knowledge, and experience.  In general, the students viewed feedback from their 
teachers as fundamental to their vocal development.  Similar to Duke and Henniger’s 
(2002) study on improvement feedback in music lessons, even negative feedback was 
received positively when feedback was specific and when the participants trusted their 
teachers. 
Just as Clemmons (2007) discovered in an investigation of the student/teacher 
relationship in the private vocal studio, participants in this study expressed that they 
believed in themselves when teachers demonstrated belief in their abilities, which lead to 
better vocal performance.  The aforementioned finding supports Fryling’s (2015) 
assertion that building students’ performance belief is just as important as building 
students’ vocal skills.  In learning environments where the teacher did not communicate a 
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belief in student ability, however, participants reported doubting their vocal potential.  
Congruent to Budai’s (2005) study of applied piano teachers, vocal teachers’ perceptions 
and expectations of students in the present study appeared to affect students’ success or 
failure.  This study also aligns with the applied piano study by Costa-Giomi, Flowers, & 
Sasaki (2005) who found that students who quit lessons received less affirmation than 
students who persisted.  Therefore, as Hoffman (2012) iterated, a student’s desire to 
continue music study appears to be influenced by the teacher.     
The following student/teacher factors were shown to positively affect students’ 
performance belief: (a) immediate and honest feedback, (b) clear expectations and high 
standards, (c) teacher’s knowledge and experience, and (d) concern and care for students.  
Just as Ericsson, Krampe, and Tesch-Römer (1993) found, in their study of the 
relationship between deliberate practice and expert performance, multiple participants 
spoke to the importance of immediate and honest feedback from their teachers.  In 
addition, resembling Clemmon’s (2007) investigation of rapport in the applied vocal 
studio, when teachers were clear in their expectations and pedagogical practices, 
participants reported higher performance belief.  Although Komarraju (2013) asserted 
that students of higher self-efficacy belief did not value a caring teacher as much as those 
with lower self-belief, participants in the present study all valued student/teacher 
relationships built upon trust, honesty, sensitivity, encouragement, and kindness—
attributes that are reflected in what Hendricks (2018) called “compassionate” music 
teaching. 
 
 	
274 
Environment 
The perceived safety of performing and learning environments was cited as a 
major factor affecting performance belief.  Safe places promoted vocal and expressive 
freedom and harmful domains stymied creativity, vulnerability, enthusiasm, confidence, 
and performance. Although each participant responded differently to each performance 
medium, and felt safe to varying degrees in different contexts, most participants 
communicated that unsafe environments were associated with the negative feeling of 
being judged harshly.    
Safe places.  Safe places for performance and learning were described as 
environments of shared knowledge, support, community, and kindness.  Aligning with 
the recommendations of Hendricks, Smith, and Stanuch (2014) for creating safe places 
for music learning, participants described safe places as environments where they could 
make mistakes, take risks, explore, and focus on characterization and communication 
with the audience.  In describing the vocal department, several participants attributed the 
positive culture to the teachers.  The voice faculty promoted a culturally safe environment 
through (a) encouraging students to seek feedback from other professors; (b) being 
approachable and open with students; (c) treating students with kindness; (d) supporting 
the success of all students in the program; and, (d) encouraging camaraderie among the 
students.    
Harmful domains.  Although the voice department at Crestmont was generally 
described as a safe environment, each participant shared isolated experiences that 
represented harmful domains.  Harmful domains, or places of judgment, made students 
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feel self-conscious, hindered creativity, and interfered with free vocal production.  
Savannah said of harmful domains, “My brain gets weird and it totally affects what my 
voice is going to do.  It really affects me.”  If Anna knew that her peers were judging her, 
she became terrified to make a mistake, rather than “just going for it.”  During early years 
of collegiate vocal study, particularly with students demonstrating low performance 
belief, harmful domains caused major disruptions to their self-belief and performance.  
However, as participants progressed in self-assessment, as described by Frey-Monnell 
(2011) in a study of vocal self-assessment in the practice room, learned to manage their 
thoughts during performance as explored by Clark, Lisboa, & Williamon (2014), and 
developed skills to reduce performance anxiety (Kendrick, 1979; Rife, Lapidus, & Shnek, 
2000), harmful domains were reported to affect the participants to a much lesser extent.  
Gender  
 In the present study, participant and teacher genders were examined in relation to 
the sources of self-efficacy.  Although much research indicates that gender is indeed a 
factor that influences self-efficacy belief (Asmus, 1986; Butz & Usher, 2015; Hendricks, 
2009; Hendricks, 2014; Hendricks, Smith, & Legutki, 2015; Nielsen, 2004; Zhou, 2014), 
similar to the investigation of Hampton and Mason (2003) and Nielson (2004) I detected 
no self-efficacy influence related to gender.  In addition, I was unable to determine any 
relationship between teacher gender and participant self-efficacy belief.  For example, 
some participants mentioned that having a teacher of the same gender hindered self-
efficacy development because of the tendency to imitate the teacher’s sound instead of 
developing one’s own unique sound, whereas, other participants argued that studying 
 	
276 
with a teacher of the same gender helped vocal performance development because the 
teacher and student understood better each other’s instrument.  Emma remarked that 
more important than the gender of a teacher was teaching style.  Clarifying her argument, 
she said, “My teacher doesn’t really sing a whole lot in my lesson and I feel like her goal 
is to find my voice and what my voice is.” 
Emergent Themes 
Right/Wrong Paradigm 
In this study, multiple participants referred to singing in terms of “right” or 
“wrong.”  When singers discerned they had performed with less than “correct” technique, 
for example, they had a tendency to view the performance negatively.  Perceiving vocal 
performance through a lens of “right” and “wrong,” however, may be damaging to self-
belief.  Research in music performance suggests that creating the pressure of performing 
“right” exacerbates feelings of anxiety, perfectionism (Patston, 2014; Patston & Osborne, 
2016), and depression (Robson & Kenny, 2017), while simultaneously limiting 
expression (Hendricks, 2016).   
Persistence  
Participants in this study exemplified persistence in auditioning for the program, 
learning difficult music or operatic roles, the difficult task of daily practice, navigating 
discouraging messages from others, and pushing through particularly difficult obstacles.  
In applying the words of Bandura (1997) to vocal development, Fryling (2015) asserted 
that “self-efficacy beliefs predict vocal ability, which predicts persistence.  Persistence 
also predicts vocal ability, which predicts self-efficacy” (p. 83).  Research has shown that 
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people who believe in their ability to be successful are more likely to persevere in 
difficult situations (Bandura, 1997; McPherson & McCormick, 1999; McPherson & 
McCormick 2006; Miller, 2011).  In addition, it has been suggested that people can 
regulate their self-beliefs in a manner that “affects persistence, self-regulation, and task-
based achievement” (Hendricks, 2016, p. 32).  Facilitating factors related to persistence 
among participants in this study included cognitive self-regulation (see Bandura, 1997, 
Hendricks, 2009), peer support (see Gavin, 2010), and a conviction that they were 
pursuing their own best educational path.  Strong belief individuals in the present study 
demonstrated a high degree of persistence as they experienced rejection and received 
negative feedback.  Furthermore, remembering past successes helped participants persist 
during moments of difficulty.  Emma said, “I often reflect on these successful 
moments—remembering often pushes me through the tough times.”  Rather than viewing 
failure as indicative of “talent, ability, or potential,” setbacks caused many participants to 
work harder, focus on their goals, and utilize cognitive strategies to mentally build 
themselves up.  
Resilience 
Central to fostering performance belief is becoming master of self, or rather, 
developing the ability to be resilient despite setbacks.  Bandura (1997) stated, “A resilient 
sense of efficacy enables individuals to do extraordinary things by productive use of their 
skills in the face of overwhelming obstacles” (p.37; see also White, 1982).  Singers in the 
present study reported that they developed resilience as they (a) deconstructed feedback, 
(b) focused on goals, (c) viewed failure with a positive perspective, (d) developed their 
 	
278 
own success measurements, and (e) managed negative thoughts.  Similar to what Price 
(2011) found in a case study of (n = 3) high school senior band students, resilience was 
manifest in participants who focused on improvement, looked to the future with 
optimism, utilized self-regulation, and demonstrated tremendous tenacity.  Rather than 
dwelling on bad performances or criticisms from peers, participants demonstrating 
resilience reported that they reflected upon negative performance experiences with a 
positive perspective, received negative feedback with a “grain of salt,” evaluated their 
performances according to their own developed standards, and strove to push away 
negative mental encumbrances.  Resilience, therefore, was portrayed as a skill that might 
be developed and fostered in all vocal students.  
Implications and Recommendations 
This study highlights the need for the introduction of belief-enhancing practices 
into vocal pedagogy.  Data indicate the importance of nurturing vocal students’ 
performance beliefs through the four sources of self-efficacy, cognitive self-regulation, 
productive student/teacher relationships, and safe environments.  Acknowledging that 
many voice students choose not to persist in vocal study, there is a great need to assist 
students in developing qualities of persistence and resilience in order to empower them to 
push through difficult experiences.  Furthermore, participant stories underscored the 
importance of avoiding references to singing as “right” or “wrong.”  In summary, the 
findings of this study may contribute considerably to the development of teaching 
methods that build actual efficacy (ability) as well as students’ perceptions of that 
efficacy.  
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Voice students may benefit tremendously if practical strategies that foster vocal 
confidence permeate vocal teaching practice.  As was shown in the present study, student 
perceptions significantly influence vocal performance.  Therefore, teachers may want to 
supplement discussions of practical or technical facets of singing with those of 
perceptions of ability.  Voice students may need both an accurate perception of what it 
takes to be successful in vocal performance as well as a barometer with which they can 
assess ability.  Strong belief in vocal performance ability has been shown to have a direct 
influence on performance, and teachers may have a profound influence on student self-
belief.  Thus, when students do not possess strong performance beliefs, teachers may 
need to explore how to help students develop their belief.  Because belief in ability 
develops differently in each person, teachers may devise belief-enhancing strategies that 
are individually tailored.  As teachers learn about the mechanisms related to self-efficacy 
development, they may be better able to affect students’ perceptions of performance 
capability.  
Recommendations for Teachers  
Implications from this study have direct practical relevance.  In building vocal 
pedagogy practice around the four sources of self-efficacy and other positive influencers 
of belief, teachers have the potential to facilitate performance belief and enable students 
to control how different experiences impact their learning and vocal development.  Voice 
teachers may: 
• Encourage each student to complete the Vocal Performance Self-Efficacy Survey 
(adapted from Zelenak, 2011) prior to commencing vocal study. 
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• Take particular note of negative source influences and develop a student-tailored 
self-efficacy development plan based on information generated from the survey. 
• Engage in open dialogue with students related to self-efficacy development and 
the power they have to regulate their perceptions through cognitive self-
regulation. 
• Highlight various career options for the classical singer in order to avoid 
conveying a narrow definition of performance success. 
• Urge students to define success in their own terms. 
Enactive mastery experience. 
• Accentuate tangible evidence of performance success.  
• Assign ability-appropriate repertoire.  
• Describe concepts clearly, based upon the student’s knowledge and needs. 
• Assist students in structuring effective practice sessions. 
• Empower students to self-regulate, self-assess, and self-adjust. 
Vicarious experience. 
• Inspire students to focus on their unique voices rather than comparisons with 
others. 
• Facilitate interactive peer learning and positive coping modeling. 
• Encourage students to utilize master modeling to gather ideas for performance. 
• Stress that healthy competition is the attainment of personal goals. 
Verbal/social persuasion. 
• Allow students to assess their own vocal performance. 
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• Ensure that feedback to students is positive, constructive, and specific. 
• Persuade students of their own unique potential as singers and people.  
• Discourage criticism among peers.  
Physiological and affective states. 
• Teach that nervousness may facilitate superior performance. 
• Engage in post-performance dialogue. 
• Remind students to notice how they feel during successful performances. 
• Educate students that negative somatic and emotional indicators may be caused 
by social comparison, inadequate preparation, negative thoughts, negative self-
talk, high levels of arousal, and the feeling of being judged. 
Student/teacher relationship. 
• Exhibit performance belief in students. 
• Communicate openly, honestly, and positively. 
• Maintain clear expectations and high standards. 
• Embody compassion and care. 
• Develop relationships of trust with each student. 
Environment. 
• Promote environments of support, community, and kindness. 
• Motivate students to take risks, explore, act, and communicate in performance. 
• Build a studio of shared knowledge with other vocal teachers. 
• Be approachable and supportive of students in all voice studios. 
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Recommendations for Performers 
Students who learn the mechanisms of self-efficacy development, shape and filter 
performance beliefs, and exercise agency over those beliefs may experience an increase 
in performance perception and ability.  Because each vocal instrument is unique and 
works in a slightly different way, of paramount importance is that each singer knows 
one’s own instrument and capabilities.  As singers learn to feel and hear when they are 
singing freely, they can develop the ability to self-assess.  Developing the ability to self-
assess may allow vocal students to compare the perceptions of others to their own 
perceptions and filter messages accordingly.  As singers develop cognitive tools to 
deconstruct performance experiences, they may become less affected by the vicissitudes 
of vocal learning and performance.  Furthermore, singers who view their self-efficacy 
belief as malleable are more likely to demonstrate persistence and resilience, and are less 
likely to allow negative experiences to hinder their vocal progress.  Performers may:  
Enactive mastery experience. 
• Seek numerous and varied opportunities for enactive mastery experience. 
• Prepare thoroughly for each performance. 
• Identify the causes for success and failure. 
• Track progress over time as well as within lessons and practice sessions. 
• Develop the ability to practice efficiently and effectively. 
Vicarious experience. 
• Watch master models to gather ideas for performance interpretation as well as a 
vision for future achievement. 
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• Observe peers as they work through vocal challenges and draw upon each other’s 
strengths during times of struggle. 
• Utilize competition as a means for reaching higher levels of vocal achievement. 
• Recognize the unique voice you have been given and avoid comparing it to 
others. 
Verbal/social persuasion. 
• Learn to deconstruct and filter the words of others. 
• Incorporate positive self-talk into vocal learning and performance. 
• Know your voice in order to balance the appraisals of others against your own 
knowledge. 
Physiological and affective states. 
• Cultivate realistic performance expectations. 
• Substitute negative thoughts with positive thoughts. 
• Explore characterization as a means of overcoming performance anxiety. 
• Observe how you feel in different performance situations. 
• Embrace nervousness as a positive way to generate heightened performance. 
• Avoid perfectionistic thinking and instead look for positive aspects of all 
performances. 
Recommendations for Future Research 
Because self-efficacy belief affects performance, there is a tremendous need for 
teachers and students of voice to understand how the four sources of self-efficacy and 
other factors contribute to the development or detriment of self-efficacy perception.  I 
 	
284 
examined the influence of the sources of self-efficacy on nine collegiate vocalists, yet 
there are many questions that remain unanswered.  More research related to vocal 
performance self-efficacy is necessary in order to formalize best practices in fostering 
performance belief in classical collegiate vocalists.   
Creativity and self-efficacy perception.  Creativity has been linked to high 
levels of self-efficacy perception and studies have shown that people who engage in 
creative activities are more likely to be successful at a given task than those who do not 
(Bandura, 1997; Leung, 2008; Macintyre & Potter, 2014).  Hope (2010) argued that the 
ultimate educational goal in any discipline should be to develop an understanding of 
creativity and improve individuals’ creative potential.  At present, however, creative 
production is not an integral part of classical singers’ training and development.  
Investigating how creative vocal experiences (e.g., improvisation, composition, music 
production) influence classical singers’ performance belief may prompt educators to 
facilitate creative vocal opportunities for collegiate vocalists.     
Self-efficacy belief over time.  This dissertation focused on the self-efficacy 
source influences of collegiate vocalists at a particular time during undergraduate 
study.  Because self-efficacy belief has been shown to change over time (Hendricks, 
2014; Hendricks, Smith, & Legutki, 2016), it would be beneficial to examine how 
performance belief morphs over the span of a school year, or over multiple years.  Such a 
study may include the following questions:  How do collegiate singers’ vocal 
performance beliefs change over the course of a school year?  What experiences are most 
influential/detrimental to vocal performance belief over time?  In what ways do positive 
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and/or negative performance experiences affect future performances within a school year 
and in subsequent school years?  How does grade level and prior college performing 
experiences affect performance belief?  How do the words of others influence collegiate 
vocalists over time?  How does learning to know one’s vocal instrument affect 
performance throughout undergraduate study?  What influence does vicarious experience 
have as singers progress through a vocal performance degree program?  How does a 
teacher’s influence on student belief change as students progress toward graduation? 
Those who do not persist.  This study focused on the experiences of nine 
collegiate vocalists who had chosen to persist in their vocal development.  However, 
many voice students do not persist.  While conducting pilot interviews, I interviewed two 
collegiate vocalists who had, in high school, desired to major in vocal performance.  In 
both cases, the singers shared that they had decided not to major in vocal performance 
due to negative experiences with their high school voice teachers.  One singer mentioned 
that she detected her teacher doubted her ability to be successful with the kind of singing 
she desired to pursue.  The other singer recounted that her teacher’s continual focus on 
her deficiencies made her doubt whether she was capable of collegiate vocal study.  
Research has shown that teachers have a profound influence on whether students persist 
in musical study.  As was highlighted by Costa-Giomi, Flowers, and Sasaki (2005), piano 
students who quit lessons within the first three years of study received less positive 
feedback and lower grades than their peers who persisted.  Additionally, in the 
Clemmons (2007) study, voice students reported believing in their abilities when their 
teachers demonstrated belief in them.  Although Hendricks (2016) remarked that people 
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can regulate their self-beliefs in a manner that affects persistence, it appears that music 
teachers have a monumental influence on their students’ performance beliefs during the 
early years of musical study.  
In the present study, I focused on a sample of collegiate vocalists who generally 
represented persistence and resilience, yet I wonder what a study focused on those who 
did not persist would reveal?  Questions to be explored might include:  How does the 
student/teacher relationship contribute to students’ decisions to quit vocal training?  How 
do the four sources of self-efficacy influence a singer’s sense of self-doubt?  How does 
the environment in the vocal studio contribute to low performance belief?  What 
experiences would have prompted the singers to choose to continue vocal study?  An 
examination of various motivating factors that affect music learning (Evans, 2015) may 
also provide insights related to persistence and musical study.   
Intricate performance tasks.  As was shown in this dissertation, physiological 
and affective states may have a particularly strong influence on singers’ performance 
beliefs.  Bandura (1997) stated, “Performance of complex activities requiring intricate 
organization and precise execution are more vulnerable to impairment by interfering 
processes that accompany high emotional activation" (pp. 108-109).  The statement by 
Bandura coupled with the findings of this study suggest that similar research studies in 
other sectors involving highly intricate physical processes would be beneficial.  Those 
involved in sport performance, for example, may also rely heavily on the feel of the 
performance task in determining competence.   
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Although researchers have begun to investigate the relationship between self-
efficacy belief and sport performance (Dahl, 2014; Frontiera, 2006; Doody, 1999; Law & 
Hall, 2009; Laforge-Mackenzie & Sullivan, 2014; Moritz, Feltz, Fahrbach, & Mack, 
2000; Mowlaie, Besharat, Pourbohlool, & Azizi, 2011; Vigon, 2017; Wise & Trunnel, 
2001), only one study, to my knowledge, has looked qualitatively at the sources of self-
efficacy in sport performance (Saville et al., 2014).  Yet, the aforementioned study, which 
examined the sport belief of children (N = 61), ages 7-13 who were participating in a 
recreational sports program, primarily focused on the coach’s influence, and only 
examined three of the four sources (mastery experience, vicarious experience, 
verbal/social persuasion).  Because physiological and affective states were shown in the 
present study to have the greatest influence on the participants’ performance belief, 
further investigation on the influence of thinking and feeling in physical performance 
tasks is needful.  Studies on the source influences in athletic endeavors may provide 
further insights related to beneficial source experiences for highly intricate physical tasks.  
Survey data expanded.  Although the vocal performance self-efficacy survey 
was primarily used in the present study to select participants, I detected some very 
interesting trends that are worth further examination.  For example, a study utilizing the 
self-efficacy survey, coupled with open-response questions, may clarify some of the 
survey responses and contribute to a better understanding of the sources of self-efficacy.  
Furthermore, a larger sample, with collegiate vocalists from many different educational 
institutions representing different demographic profiles, might provide information that 
could be generalized and structured into pedagogy practice.    
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Author’s Concluding Thoughts 
 During the data interpretation phase of this dissertation, I was asked to be the alto 
soloist in a Messiah concert in Philadelphia, Pennsylvania.  Because I have grown to 
believe that the strength of any research endeavor is the potential influence it may have 
on practice, I decided to put my own study to the test.  Drawing from the insights of the 
nine participants in this study, I began to prepare for the concert.  Having recently 
experienced a measure of performance anxiety, I began my preparation for the concert 
according to the insights I had gained through research.   
I approached my preparation slightly differently as I integrated the four sources of 
self-efficacy into my practice efforts.  As Cameron recommended, I utilized vicarious 
experience to view as many different performances of the Messiah as I could via 
YouTube.  After watching many different renditions displaying a multitude of voices, 
various ornaments, tempi, and interpretations, I began to construct a mental picture of 
how I wanted to perform the music.  Treating each practice session as a potential mastery 
experience, I trained my voice to move through the runs with ease and consistency.  
Although my practice was in isolation, I utilized verbal persuasion as I worked on 
mastery of the music.  I reminded myself that I was better equipped than ever before to 
perform with technical and emotional freedom.  I looked forward to connecting with the 
audience and sharing the beautiful message that the Messiah recounts.  As the 
performance date approached, all physiological and affective indicators reminded me that 
I was ready and that it would surely be a fun and exciting performance experience. 
 When the day of the performance arrived, I drove to the performance venue 
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thinking of the preparation that was behind me.  As Emma had reminded me, my vocal 
technique would now take a backseat to my expression.  Entering the church, I found a 
room where I could be alone.  I closed the door and checked my voice.  I felt vocally 
ready.  For approximately 30 minutes I sat and prepared my mind and emotions for 
performance.  A dialogue commenced in my mind to help regulate my thoughts, which 
went something like this: Megan, you have prepared, your voice is ready, and you have 
the opportunity to uplift and inspire this audience.  The audience members are excited to 
be here.  They are not here to judge you, but are here to experience the joy that the 
message and music hold.  Technical perfection is not your goal.  Instead, you need to let 
go of your technique and focus, instead, on connecting with each person who will be 
watching you.  This is an evening of sharing yourself, the music, and the message. 
 Upon walking into the performance hall, I viewed the packed sanctuary that was 
my performance space.  Traditionally, this would be the moment where my heart would 
begin to hammer in my chest and I would feel the nerves take over for a period of time.  
Instead, I felt a complete calm come over me.  I knew this would be a wonderful 
performance!  As I listened to the orchestra, I was carried away in the music and sat with 
anticipation, eager to share my voice. 
The Messiah performance was among the highlights of my performing career thus far, 
and now serves as a mastery experience that will long be remembered.   
Learning about the sources of self-efficacy has proven to be a tremendous gift and 
has affected multiple aspects of my life.  As a performer, I have learned how to prepare in 
a way that is conducive to superb performance.  As a voice teacher, I have discovered 
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how I might encourage my students to self-assess and utilize the sources of self-efficacy 
to enhance their vocal ability, resilience, persistence, and emotional stability.  Last, as a 
mother of four children, I have begun to utilize my knowledge of the self-efficacy 
sources to help them become masters of themselves, to not be swayed by the opinions of 
others, and to approach task-based endeavors through belief-enhancing practices.  Having 
personally put the sources of self-efficacy to the test, I believe that infusing belief-
enhancing practices into educational environments has the potential to revolutionize the 
way students learn and perform. 
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Appendix A 
 
Vocal Performance Self-Efficacy Survey  
An Adaptation of the Music Performance Self-Efficacy Scale (Zelenak, 2011) 
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Appendix B  
 
Interview One Protocol 
Vocal Performance Self-Efficacy Belief 
• Describe your belief in your vocal performance ability.   	
Verbal/Social Persuasion 
 
• To what degree does verbal feedback from peers, teachers, and parents affect your 
vocal performance confidence? 
 
• What feedback has had the greatest impact on your belief in your vocal 
performance potential? 
 
• What do you do when you receive negative feedback related to your voice?  
 	
Physiological and Affective States 
 
• To what degree do you feel in control of your body and emotions when you 
perform?   
 
• What thoughts go through your mind as you perform? 
 
• In what ways does nervousness help or hinder your vocal performance? 
 
 
Vicarious Experience 
 
• Would you say it is more beneficial to your own singing development to watch a 
vocalist who has mastered healthy vocal technique, or to watch a singer who is in 
the process of learning?  Please describe your reasoning. 
 
• How has the observation of others’ singing helped or hindered your vocal 
progress? 
   
• Describe	how	you	respond	to	competition.		
• Do	you	have	a	peer	model	or	models	that you look to for guidance or inspiration 
within your vocal studio or within the voice department? 
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Enactive Mastery Experience 
 
• To what degree do you feel performance experiences affect your belief in your 
performance ability? 
 
• In what ways have collegiate performing experiences either increased or 
decreased your vocal confidence?  
 
• How would you compare your ability to perform successfully in the practice 
room, a voice lesson, a master class, and a recital? 
 
• Can you share with me your most memorable performance? 
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Appendix C 
 
Follow-Up Interview Protocol 
 
Student-Teacher Relationship 
 
1. To what degree do you feel voice teachers affect their students’ beliefs in their 
vocal performance abilities? 
 
2. Can you tell me about the relationship you have with your current vocal teacher? 
 
3. Do you feel that your teacher has an influence on your vocal performance belief?   
 
4. What belief-enhancing techniques have your voice teachers used to build your 
belief in your performance ability?  How have you been impacted by these belief-
enhancing practices? 
 
5. How is vocal technique affected when matters of performance belief are neglected 
in the vocal studio? 
 
Environment 
 
• In general, how do you feel during your studio lessons? 
 
• How would you describe the feel or culture of the vocal department 
at your college? 
 
• How does feeling like you are performing in a safe environment 
affect your performance ability and confidence? 
 
• How would you compare the support do you feel in your vocal 
journey from the following people:  peers within the vocal program, 
other friends, family, and teachers? 
 
Other Factors 
 
1. In what ways does having a voice teacher of the same or different gender than you 
affect your vocal learning and development? 
 
2. How would you rate your ability to structure effective practice sessions?  
 
3. How have you learned to shape and filter vocal self-beliefs? 
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4. Would you say that your potential success as a vocalist is more tied to internal 
factors, or external factors?  Please describe your reasoning. 
 5. What affects your belief in your vocal performance ability most?  Rank the 
following from most to least influential: the words of others, performing, how you 
think/feel while performing, or watching another person execute a similar 
performance?	
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Appendix D 
IRB Review Letter 	
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Appendix E 
 
Survey Recruitment and Consent Email 
 
 
 
Dear (Name of Participant) 
 
My name is Megan Lewis and I am a DMA student at Boston University.  As part of my 
doctoral dissertation research, I am interested in examining the unique experiences of 
music majors related to vocal performance belief.  In order to achieve this objective, I am 
conducting an online survey that should take approximately five to ten minutes to 
complete.  Once data analysis is complete, I am happy to share the study results with you.   
 
By clicking the link to the survey below, you agree to be a participant in this research 
study: 
 
(Survey link here) 
 
Your participation is voluntary, and you may skip any questions or withdraw from the 
study at any time.  Your identity and responses will kept strictly confidential.  If you have 
any questions or concerns about the study, please feel free to contact me directly by email 
(megansinger10@gmail.com), or contact my dissertation supervisor, Dr. Karin Hendricks 
(khen@bu.edu).  You may obtain further information about your rights as a research 
subject by calling the BU CRC IRB Office at 617-358-6115. 
Sincerely, 
 
Megan C. Lewis 
479-644-8451 
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Appendix F 
 
Survey Results 	
# Field Minimum Maximum Mean Std Deviation Variance Count 
1 
I have had positive vocal 
performance experiences in the 
past. 
60.00 100.00 85.32 9.82 96.40 22 
2 
I have improved my singing 
performance skills by watching 
professional musicians perform 
well. 
37.00 100.00 78.87 14.54 211.33 23 
3 My friends think I am good at vocal performance. 18.00 100.00 83.57 18.88 356.42 23 
4 
I have had positive experiences 
performing in large ensembles 
(more than 11 performers). 
3.00 100.00 72.45 30.16 909.79 22 
5 
I have improved my singing 
performance skills by watching 
someone I know perform well 
(parent, brother, sister, church 
member, etc.) 
24.00 100.00 61.13 23.98 575.07 23 
6 I have had positive experiences performing solos. 60.00 100.00 87.52 10.57 111.64 23 
7 Members of my family believe I perform well. 80.00 100.00 95.04 5.98 35.78 23 
8 I have had positive experiences performing simple music. 59.00 100.00 86.09 11.24 126.43 23 
9 
People have told me that my 
practice efforts have improved my 
performance skills. 
50.00 100.00 79.96 14.75 217.69 23 
10 I have had positive experiences performing complicated music. 57.00 100.00 84.70 13.39 179.17 23 
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11 
I have used other voice students as 
models to improve my performance 
skills. 
13.00 100.00 78.91 20.75 430.51 23 
12 I have overcome vocal challenges through hard work and practice. 72.00 100.00 88.09 9.93 98.51 23 
13 I have received positive feedback on vocal performance evaluations. 60.00 100.00 85.04 12.56 157.78 23 
14 
I have used a practice routine to 
help me prepare for my 
performances. 
40.00 100.00 80.65 18.61 346.49 23 
15 
I am learning, or have learned, to 
control my nervousness during a 
performance. 
30.00 100.00 79.26 17.39 302.45 23 
16 
I have had positive experiences 
performing music in a small 
ensemble (2-10 performers). 
50.00 100.00 79.18 15.58 242.69 22 
17 Performing with my voice makes me feel good. 60.00 100.00 88.78 11.51 132.43 23 
18 
I have watched other students with 
similar vocal ability as me perform 
a piece of music, and then decided 
whether I could, or could not, 
perform the same piece of music. 
1.00 100.00 80.52 24.75 612.42 23 
19 I do not worry about making small mistakes during a performance. 10.00 98.00 60.57 26.14 683.12 23 
20 
I have compared my performance 
skills with those of other students 
who are similar in vocal ability to 
me. 
13.00 100.00 82.13 22.42 502.46 23 
21 
My voice teacher has 
complimented me on my 
performance. 
60.00 100.00 86.57 11.01 121.12 23 
22 I have met or exceeded other 
people’s expectations of being a 
47.00 100.00 77.96 16.30 265.61 23 
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good singer for someone my age. 
23 I enjoy participating in vocal performances. 60.00 100.00 88.77 13.26 175.81 22 
24 
I have positive memories of most, 
or all, of my past vocal 
performances. 
35.00 100.00 78.17 16.96 287.53 23 
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Q2 - What is your current academic standing? 
 
# Answer % Count 
1 Freshman 13.04% 3 
2 Sophomore 21.74% 5 
3 Junior 34.78% 8 
4 Senior 17.39% 4 
5 Graduate Student 13.04% 3 
 Total 100% 23 
 
 
 
Q3 - What is your major? 
 
# Answer % Count 
1 Vocal Performance 95.65% 22 
2 Music Education 4.35% 1 
3 Other (please specify) 0.00% 0 
 Total 100% 23 
 
 
 
Q4 - Is voice your primary instrument of study at college? 
 
# Answer % Count 
1 Yes 100.00% 23 
2 No 0.00% 0 
 Total 100% 23 
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Q5 - Are you currently enrolled in private voice lessons at your college? 
 
# Answer % Count 
1 Yes 91.30% 21 
2 No 8.70% 2 
 Total 100% 23 
 
 
 
Q6 - What is your gender? 
 
# Answer % Count 
1 Female 69.57% 16 
2 Male 30.43% 7 
 Total 100% 23 
 
 
 
Q7 - What is your ethnicity? 
 
# Answer % Count 
1 White 95.45% 21 
2 Black or African American 0.00% 0 
3 Hispanic or Latino 0.00% 0 
4 Native American or American Indian 0.00% 0 
5 Asian/Pacific Islander 4.55% 1 
6 Other 0.00% 0 
 Total 100% 22 		 	
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Q8 - At what age did you begin practicing skills directly related to your 
major? 
 
# Field Minimum Maximum Mean Std Deviation Variance Count 
1 Age 4.00 18.00 12.65 4.16 17.27 23 
 
 
 
Q9 - Who primarily motivated you to pursue music in college? 
 
# Answer % Count 
1 Parents 22.73% 5 
2 Teachers 18.18% 4 
3 Peers 0.00% 0 
4 Self 54.55% 12 
5 Other (please specify) 4.55% 1 
 Total 100% 22 
 
 
 
Q10 - What is the highest level of education you plan to complete? 
 
# Answer % Count 
1 Bachelor's degree 8.70% 2 
2 Master's degree 73.91% 17 
3 Doctoral degree 17.39% 4 
 Total 100% 23 
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Appendix G 
 
Interview Recruitment Letter 
Dear (Name of Participant), 
Thank you for completing the music performance survey.  Your participation is very 
much appreciated.  I am writing to request two interviews with you in order to better 
understand your unique vocal performance and learning experiences.  The first interview 
will be comprised of questions selected by you from the attached interview guide.  The 
second interview will expand upon thoughts that you share in your first interview.  Each 
interview will take approximately 30 to 60 minutes and will be conducted online via 
internet chat technology (e.g., Skype).  Further, between the two interviews, you will be 
invited to compose expressions (e.g. song, dance, poem, drawing) in response to a 
particularly impactful lesson, practice session, and performance.  While there is no 
remuneration for your participation in this study, I am hopeful that the information gained 
through this study will benefit teachers and students of voice in the future.  
Your participation in the interviews is voluntary, and you may skip any questions or 
withdraw from the study at any time.  Your identity and responses will be kept strictly 
confidential.  If you have any questions or concerns about the study, please feel free to 
contact me directly by email (megansinger10@gmail.com), or contact my supervisor, Dr. 
Karin Hendricks (khen@bu.edu).  You may obtain further information about your rights 
as a research subject by calling the BU CRC IRB Office at 617-358-6115. 
Megan C. Lewis 
479-644-8451 
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Appendix H 
 
Reflection Prompt 
 
Please express your thoughts following an unusually positive or negative experience in a 
voice lesson, practice session, and performance.  You are free to select which experiences 
you choose to document.  You may share your reflections in the form of a journal entry, 
or a creative rendering (e.g. song, dance, poem, drawing).  Please send the three 
expressions as you complete them.   
 
Thank you! 
Megan Lewis 
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Appendix I 
 
Madeline – Vocal Performance Self-Efficacy Survey Data 
Participant 1 (Madeline) – Source Influence 
 
Total –     1753 out of 2400 (73%) 
Physiological/Affective States - 355 out of 500 (71%) 
Verbal/Social Persuasion -   416 out of 600 (69%) 
Vicarious Experience -   370 out of 500 (74%) 
Mastery Experience -    612 out of 800 (77%) 
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Participant 1 (Madeline) - Survey Responses  
 
Mastery Experience 
Q14 - High (92)  Practicing routine 
Q6 - High (90) Performing solos 
Q8 - High (90)  Performing simple music 
Q4 - Low (20) Performing in large ensembles  
Q16 - Low (70)  Performing in small ensembles  
 
Vicarious Experience 
Q18 -  High (95)  Gauging ability to perform through watching others of similar 
ability  
Q20 -  High (90) Comparing performance skills to students of similar ability 
Q5 -  Low (50) Improving performance skills by watching someone I know 
perform well 
Q11 - Low (55) Utilizing other students as models to improve performance skills 
  
Verbal/Social Persuasion 
Q7 - High (100) Family members think I perform well 
Q22 - High (98) My singing ability exceeds others’ expectations 
Q3 -  Low (18) My friends think I am a good performer 
Q9 -   Low (50) I have been told my practice efforts have improved my 
performance skills 
Q13 - Low (60) I have received positive feedback on vocal evaluations 
 
Physiological and Affective States 
Q24 - Low (55) Positive memories of most, or all, past performances 
Q17 - Low (70) Vocal performance makes me feel good 
Q23 - Low (70) I enjoy participating in vocal performances  
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Appendix J 
 
Anna – Vocal Performance Self-Efficacy Survey Data 
Participant 2 (Anna) – Source Influence 
 
 
Total -     2005 out of 2400 (84%) 
Physiological/Affective States - 405 out of 500 (81%) 
Verbal/Social Persuasion -  530 out of 600 (88%) 
Vicarious Experience -  410 out of 500 (82%) 
Mastery Experience -   660 out of 800 (83%) 
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Participant 2 (Anna) – Survey Responses 
 
Mastery Experience 
Q1 - High (90) Performing in the past 
Q4 - High (90) Performing in large ensembles  
Q10 - High (90) Performing complicated music 
Q12 - High (90) Overcoming musical challenges through hard work and practice 
Q16 - Low (60) Performing in small ensembles 
 
Vicarious Experience 
Q11 - High (100) Utilizing other students as models to improve performance skills 
Q18 - High (100) Gauging ability to perform through watching others of similar 
ability 
Q20 - High (100) Comparing performance skills to students of similar ability 
Q2 - Low (60) Improving performance skills watching professional singers 
perform well 
Q5 - Low (50) Improving performance skills by watching someone I know 
perform well 
 
Verbal/Social Persuasion 
Q7 - High (100) My family members think I perform well  
Q13 -  High (100) I received positive feedback on vocal evaluations 
Q21 - High (100) My voice teacher has complimented me on vocal performance 
Q3 -  Low (60) My friends think I am a good performer 
 
Physiological and Affective States 
Q15 -  High (95) I have learned or am learning to control nervousness during 
performance  
Q17 - High (90) Vocal performance makes me feel good  
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Appendix K 
 
Ashley – Vocal Performance Self-Efficacy Survey Data 
Participant 3 (Ashley) – Source Influence 
 
 
Total -     2081 out of 2400 (87%) 
Physiological/Affective States - 415 out of 500 (83%) 
Verbal Persuasion -   560 out of 600 (93%) 
Vicarious Experience -  341 out of 500 (68%) 
Mastery Experience -   765 out of 800 (96%) 
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Participant 3 (Ashley) – Survey Responses 
 
Mastery Experience 
All responses to questions related to mastery experience indicate a high level of source 
influence.   
 
Vicarious Experience 
Q20 - High (91) Comparing performance skills to students of similar ability 
Q5 - Low (30) Improving performance skills by watching someone I know 
perform well 
Q11 - Low (60) Utilizing other students as models to improve performance skills 
   
Verbal/Social Persuasion 
Q9 - High (100) I have been told my practice efforts have improved my 
performance skills 
Q22 - High (100) My singing ability exceeds others’ expectations 
Q7 - High (95) My family members think I perform well 
Q3 - High (90) My friends think I am a good performer 
Q21 - High (90) My voice teacher has complimented me on vocal performance 
 
Physiological and Affective States 
Q17 - High (100) Vocal performance makes me feel good 
Q23 -  High (100) I enjoy participating in vocal performances 
Q24 - High (90) I have positive memories of most, or all, past performances 
Q19 - Low (40) I do not worry about making small mistakes 
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Appendix L 
 
Katherine – Vocal Performance Self-Efficacy Survey Data 
Participant 4 (Katherine) – Source Influence 
 
 
Total -     2078 out of 2400 (87%) 
Physiological/Affective States -  427 out of 500 (85%) 
Verbal/Social Persuasion -   440 out of 600 (73%) 
Vicarious Experience -   461 out of 500 (92%) 
Mastery Experience -    750 out of 800 (94%) 
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Participant 4 (Katherine) – Survey Responses 
 
Mastery Experience 
Q4 - High (99) Performing in large ensembles  
Q8 - High (90) Performing simple music 
Q10 - High (97) Performing complicated music 
Q12 - High (98) Overcoming musical challenges through hard work and practice 
Q14 - High (92) Practicing routine 
Q16 - High (98) Performing in small ensembles 
 
Vicarious Experience 
Q11 - High (100) Utilizing other students as models to improve performance skills 
Q20 - High (100) Comparing performance skills to students of similar ability 
Q5 - High (95) Improving performance skills by watching someone I know 
perform well 
Q2 - High (91) Improving performance skills watching professional singers 
perform well 
  
Verbal/Social Persuasion 
Q7 - High (100) My family members think I perform well 
Q3 - Low (61) My friends think I am a good performer 
Q9 - Low (60) I have been told my practice efforts have improved my 
performance skills 
Q22 - Low (47) My singing ability exceeds others’ expectations 
 
Physiological and Affective States 
Q17 - High (100) Vocal performance makes me feel good 
Q23 - High (100) I enjoy participating in vocal performances 
Q24 - High (97) I have positive memories of most, or all, past performances 
Q19 - Low (55) I do not worry about making small mistakes 
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Appendix M 
 
Hailey – Vocal Performance Self-Efficacy Survey Data 
Participant 5 (Hailey) –  Source Influence 
 
Total -     1467 out of 2400 (61%) 
Physiological/Affective States -  240 out of 500 (48%) 
Verbal/Social Persuasion -   430 out of 600 (72%) 
Vicarious Experience -  316 out of 500 (63%) 
Mastery Experience -    481 out of 800 (60%) 
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Participant 5 (Hailey) – Survey Responses 
 
Mastery Experience 
Q4 - Low (32) Performing in large ensembles 
Q14 - Low (40) Practicing routine 
Q6 - Low (60) Performing solos 
Q10 - Low (62) Performing complicated music 
Q1 -  Low (70) Performing in the past 
Q8 - Low (70) Performing simple music 
Q16 - Low (70) Performing in small ensembles 
 
Vicarious Experience 
Q5 - Low (33) Improving performance skills by watching someone I know perform 
well 
Q11 - Low (62) Utilizing other students as models to improve performance skills 
Q2 - Low (70) Improving performance skills watching professional singers perform 
well 
 
Verbal/Social Persuasion  
Q21 - Low (61) My voice teacher has complimented me on vocal performance  
Q22 -  Low (62) My singing ability exceeds others’ expectations 
Q13 - Low (64) I received positive feedback on vocal evaluations 
 
Physiological and Affective States 
Q19 - Low (15) I do not worry about making small mistakes 
Q15 - Low (30) I have learned or am learning to control nervousness during 
performance 
Q24 - Low (62) I have positive memories of most, or all, past performances 
Q23 - Low (63) I enjoy participating in vocal performances 
Q17 - Low (70) Vocal performance makes me feel good 
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Appendix N 
 
Savannah – Vocal Performance Self-Efficacy Survey Data 
Participant 6 (Savannah) - Source Influence 
 
Total-     1931 out of 2400 (80%) 
Physiological/Affective States- 401 out of 500 (80%)  
Verbal/Social Persuasion-  547 out of 600 (92%) 
Vicarious Experience-  350 out of 500 (70%) 
Mastery Experience-   633 out of 800 (79%) 
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Participant 6 (Savannah) - Survey Responses 
 
Mastery Experience 
Q12 - High (95) Overcoming musical challenges through hard work and practice  
Q6 - High (93) Performing solos 
Q1 - High (90) Performing in the past  
Q8 - High (90) Performing simple music 
Q14 - High (90) Practicing routine 
Q4 - Low (30) Performing in large ensembles 
Q10 - Low (65) Performing complicated music 
 
Vicarious Experience 
Q11 - High (95) Utilizing other students as models to improve performance skills 
Q20 - Low (40) Comparing performance skills to students of similar ability 
Q18 - Low (65) Gauging ability to perform through watching others of similar ability 
 
Verbal/Social Persuasion 
Q7 -  High (95) My family members think I perform well 
Q9 - High (95) I have been told my practice efforts have improved my performance 
skills 
Q22 - High (92) My singing ability exceeds others’ expectations 
Q13 - High (90) I have received positive feedback on vocal evaluations 
Q21 - High (90) My voice teacher has complimented me on vocal performance 
 
Physiological and Affective States 
Q17 - High (97) Vocal performance makes me feel good 
Q23 - High (97) I enjoy participating in vocal performances 
Q24 - High (95) I have positive memories of most, or all, past performances 
Q19 - Low (25) I do not worry about making small mistakes 
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Appendix O 
 
Mason – Vocal Performance Self-Efficacy Survey Data 
Participant 7 (Mason) – Source Influence 
 
Total -     1705 out of 2400 (71%)     
Physiological/Affective States -  340 out of 500 (68%)   
Verbal/Social Persuasion -   425 out of 600 (71%)  
Vicarious Experience -   340 out of 500 (68%) 
Mastery Experience -    600 out of 800 (75%)  
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Participant 7 (Mason) – Survey Responses 
 
Mastery Experience 
Q4 - High (90) Performing in large ensembles 
Q1 - Low (60) Performing in the past  
Q14 - Low (65) Practicing routine 
Q6 - Low (70) Performing solos 
 
Vicarious Experience 
Q20 - High (95) Comparing performance skills to students of similar ability 
Q18 - Low (40) Gauging ability to perform through watching others of similar ability 
Q5 - Low (50) Improving performance skills by watching someone I know perform 
well 
Q2 -  Low (70) Improving performance skills watching professional singers perform 
well 
 
Verbal/Social Persuasion 
Q22 - Low (50) My singing ability exceeds others’ expectations 
Q13 - Low (60) I received positive feedback on vocal evaluations 
Q9 - Low (70) I have been told my practice efforts have improved my performance 
skills 
 
Physiological and Affective States 
Q17 - Low (60) Vocal performance makes me feel good 
Q23 - Low (60) I enjoy participating in vocal performances 
Q15 - Low (70) I have learned or am learning to control nervousness during 
performance 
Q24 - Low (70) I have positive memories of most, or all, past performances 
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Appendix P 
 
Emma – Vocal Performance Self-Efficacy Survey Data 
Participant 8 (Emma) – Source Influence 
 
Total-      2315 out of 2400 (96%) 
Physiological/Affective States 475 out of 500 (95%) 
Verbal/Social Persuasion  575 out of 600 (96%) 
Vicarious Experience   490 out of 500 (98%) 
Mastery Experience   775 out of 800 (97%) 
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Participant 8 (Emma) – Survey Responses 
 
Mastery Experience 
All responses to questions related to mastery experience indicate a high level of source 
influence. 
   
Vicarious Experience 
All responses to questions related to vicarious experience indicate a high level of source 
influence.  
  
Verbal/Social Persuasion 
All responses to questions related to verbal/social persuasion indicate a high level of 
source influence.  
  
Physiological and Affective States 
All responses to questions related to physiological and affective states indicate a high 
level of source influence. 
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Appendix Q 
 
Cameron – Vocal Performance Self-Efficacy Survey Data 
Participant 9 (Cameron) – Source Influence 
 
Total-     2106 out of 2300 (92%)    
Physiological/Affective States 481 out of 500 (96%) 
Verbal/Social Persuasion  555 out of 600 (93%) 
Vicarious Experience   430 out of 500 (86%) 
Mastery Experience-   640 out of 700 (91%) 
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Participant 9 (Cameron) –  Survey Responses 
 
Mastery Experience 
Q1 - High (95) Performing in the past  
Q6 -  High (95) Performing solos 
Q10 -  High (95) Performing complicated music 
Q12 - High (95) Overcoming musical challenges through hard work and practice 
Q14 - High (100) Practicing routine  
*Cameron did not answer question 4, therefore the second bar for mastery experience is 
omitted. 
 
Vicarious Experience 
Q2 - High (100) Improving performance skills watching professional singers perform 
well 
Q18 - High (95) Gauging ability to perform through watching others of similar ability 
Q20 - High (90) Comparing performance skills to students of similar ability 
Q5 - Low (70) Improving performance skills by watching someone I know perform 
well 
 
Verbal/Social Persuasion 
All responses to questions related to verbal/social persuasion indicate a high level of source 
influence. 
   
Physiological and Affective States 
All responses to questions related to physiological and affective states indicate a high level of 
source influence. 
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Appendix R 
 
Vocal Success Defined 
 
Madeline: 
I have focused on and communicated the meaning of the song. (PAS) 
I am not getting down on myself. (PAS) 
I feel I have done my best. (PAS) 
 
Anna: 
Picking up a song, singing it, and enjoying it without being too stressed or obsessed with 
perfection. (PAS) 
Joy and satisfaction in what I am doing and helping others have joy and satisfaction at the 
same time. (PAS) 
 
Ashley: 
Vocal improvement. (EME) 
Singing with the least tension possible—ideally no tension. (PAS) 
Singing with her “whole voice.” (PAS) 
 
Katherine: 
Participant four did not respond to this question. 
 
Hailey: 
Vocal health is most important. (PAS) 
Singing opera onstage and performing professionally. (EME) 
 
Savannah: 
When you are able to open other people’s minds and help them receive inspiration, or 
some sort of guidance, or some sort of peace.  That is when you did it as an artist. 
(PAS) 
 
Mason: 
My feeling, along with the audience, something because of the performance. (PAS) 
 
Emma: 
If I was able to touch a heart, or change my heart in the process, or feel closer to God. 
(PAS) 
 
Cameron: 
When I step out of the way and let God take the reins and let the spirit take the reins. 
(PAS) 
   
Physiological and Affective States (PAS) 
Enactive Mastery Experience (EME) 
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